oee  separate  schedule  for 
chamber  music  assignments 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


FIRST  WEEK 
June  24-30 


MONDAY 


24 


TUESDAY  25 


10:00  - 11:30 
String  auditions 
Ozawa  Hall 

10:00  - 11:30 
Brass  auditions 
RehHall 

11:45  - 12:15 
WW,  brass,  perc 
meeting 
Mr.  Kalish,  Mr. 

MacCourt 

0CH 


WEDNESDAY  26 


10:00  - 12:00 
TMC0  String 
sectional 
Mr.  SMirnoff 
OCH 

10:00  -12:00 
Perc.  sectional  i 
ChMusHall 


THURSDAY  27 


FRIDAY  28 


10:00  - 12:30 
TMCO  A- I 
Mr.  Ozawa 
OCH 


: 10:00  - 12:30 
I TMCO  A-III 
Mr.  Ozawa 
OCH 


SATURDAY  29 


9:00  - 11:00 
Chamber  Music 
Section  D,  E 

11:30  - 2:00 
TMCO  A- IV 
Mr.  Ozawa 
OCH 

3:00  - 5:00 
Chamber  Music 
Section  C 


1:30  - 2:30 
Strings  meeting 
Mr.  Kalish 
OCH 


1:30  - 3:30 
Chamber  Music 
Section  A 


1:30  - 3:30 
Chamber  Music 
Section  C>  E 


1:30  - 3:30 
i Chamber  Music 
Section  A 


4:00  - 6:00 
TMCO  Sectional  L 
All  Strings 
Mr.  Smirnoff 
OCH 


4:00  - 6:00 
Chamber  Music 
Section  B 


4:00  - 6:30 
j TMCO  A- II 
Mr.  Ozawa 
OCH 


4:00 

TMCO  Sectional  A 
Winds,  brass,  perc 
Mr.  Voisin 
CMH 

2:30-3:30 
Pianists  meeting 
Mr.  Kalish 
FCH1 


7:30  - 9:30 
Cello  Master 
Class 

Mr.  Krosnick,  Mr. 
Fischer 

MHS  Music  Room 


4:00  - 6:00 
Chamber  Music 
;Section  B 


SUNDAY  30 


9:15  - 10:15 
Alleluia  rehearsal  for 
Opening  Exercises 
All  Personnel 
OCH 

5:30 

Opening  Exercises 
All  Personnel 
OCH 

8:00  - 10:30 
TMCO  A -V 
Mr . Ozawa 
OCH 


7:30-9:30 
Chamber  Music 
Section  D 


TANGLEWOOD  MUSIC  CENTER 
Conducting 


MONDAY 


TUESDAY 


1:30  - 3:30 
Class 


23 


WEDNESDAY 


1:30  - 3:30 
Class 


Mr.  Meier 
Seranak 


Mr.  Meier 
Seranak 


26 


THURSDAY 


10:00  - 12:30 
TMCO  A- I 
Mr.  Ozawa 
OCH 


27 


1:30  - 3:30 
Class 
Mr.  Meier 
; Seranak 


4:00  - 6:00 
Solf ege 
Mr.  Voisin 
MH  5 


4:00  - 6:30 
TMCO  A- I I 
Mr.  Ozawa 
OCH 


FIRST  WEEK 
June  24-30 


FRIDAY  28 

SATURDAY  29 

10:00  - 12:30 
TMCO  A- 11 I 
Mr.  Ozawa 
OCH 

11:30  - 2:00 
TMCO  A- tV 
Mr.  Ozawa 
OCH 

1:30  - 3:30 
Class 
Mr.  Meier 
Seranak 

Sunday  30 

4:00  - 6:00 
Solf ege 
Mr.  Voisin 
MH  5 

9:15  - 10:15 
Alleluia  rehearsal 
for  Opening  Exercises 
All  Personnel 
OCH 

5:30 

Opening  Exercises 
All  Personnel 
OCH 

8:00  - 10:30 
TMCO  A-V 
Mr.  Ozawa 
OCH 

All  at  Tanglewood  unless 
otherwise  noted 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIRST  WEEK 
June  24-30 


SECTION  A Wednesday  & Friday 
1:30  - 3:30 

Mr.  Krosnick  MH  A 
Mozart  K.  421 
Vln-Franken 

Vln  - Allen  FOR  PERF.  JULY  14 
Vla-Lee 

Vlc-Muller-Szeraws 

Mr.  Wyner  RehHall 
Brandenburg  #3 
Vln-Guirao 
Vln-Tomonaga 

Vln-Hanson  FOR  PERF.  JULY  8 

Vla-Foster 

Vla-Hsu 

Vla-Schaad 

Vlc-Mackenzie 

Vlc-Harran 

Vlc-Zelkowicz 

Bas-DeRamus 

Hpsi-Kim 

Mr.  MacCourt  Highwood  Gate  Studio 

Ligeti  Bagatelles 

Fl-Amos 

Ob-Schweigert 

Cl-Bepko  FOR  PERF.  JULY  14 

Bsn-Moses 

Hrn-Garrett 

Mr.  Voisin  RehStage 

Brass  Quintet  of  choise 

Hrn-Hoop's 

Trp-Still 

Trp-Finamore 

Trb-Vermette 

Trb-Nova 

Mr.  Smirnoff  Studio  L 
Berg  Konzert  Op.  24 
Vln-Kim 
Vla-Holzmer 

Fl-Hansen  FOR  PERF.  JULY  7 

Ob-Schaef er 

Cl-Elbaz 

Hrn-Christensen 

Trp-Flegg 

Trb-Valls  Martin 

Pno-Schneider 

Mr . Lehner  Highwood  Ivory 
Berg  Quartet  Op.  3 
Vln-Barcham  -Stevens 
Vln-Riego  FOR  PERF.  JULY  28 

Vla-Greenbaum 
Vlc-Thompson 


Mr.  Levine  MH  7 
Dvorak  Piano  Quintet 
Vln-DanPadilla 
Vln-Grams 

Vla-Brown  FOR  PERF.  JULY  17 

Vlc-Hochscheid 

Pno-Bjerken 

Mr.  Fischer  Hawthorne  //2 
Bolcom  3 Donald  Hall  Songs 
Vlc-Haman 
Fl-Skitch 

Cl-Fingland  FOR  PERF.  JULY  11  5 pm 

Hrn-Kimel 

Pno-Aznavoorian 

Vc- 

Mr.  Jennings  MH  10 
Enesco  Octet 
Vln-Blumberg 
Vln-Nelius 

Vln-DuanePadilla  FOR  PERF.  JULY  17 

Vln-Nishina 

Vla-Lindeskov 

Vla-Teng 

Vlc-Tzavaras 

Vlc-Jortner 

Mr.  Fleisher  FCH  3 
Faure  Piano  Quartet 
Vln-Neal 
Vla-Reynolds 

Vlc-Car ring ton  FOR  PERF.  JULY  13 

Pno-Niskala 


SECTION  B Wednesday  and  Friday 
4:00  - 6:00 

Mr.  Sanders  MH  4 
Debussy  Sonata 
Vln-Shih 

Pno-Aznavoorian  FOR  PERF.  JULY  2 

Mr.  Jennings  MH  8 
Sessions  Duo 
Vln-Kuder 

Pno-Goodyear  FOR  PERF.  JULY  10 

Mr.  Bolcom/Fischer  MH  A 
Bolcom  Sonata  #3 
Vln-Zaharko 

Pno-Kim  FOR  PERF.  JULY  10 

Mr.  Levine  MH  6 
Brahms  Sonata  in  D minor 
Vln-Koo 
Pno-Hampolsky 


FOR  PERF.  JULY  9 


Digitized  by  the  Internet  Archive 
in  2016 


https://archive.org/details/tanglewoodmusicc1996bost 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIRST  WEEK 
June  24-30 


MORE  SECTION  B Wednesday  & Friday 

4:00  - 6:00 

Mr.  Lehner  Highwood  Gray 
Brahms  Sonata  in  G Major 
Vln-Heubl 

Pno-Niskala  FOR  PERF.  JULY  2 

Mr.  Smirnoff  MH  7 
Lutoslawski  Subito 
Vln-Foster 

Pno-Goldstein  FOR  PERF.  JULY  9 

Mr.  MacCourt  Highwood  Gate  Studio 

Mozart  Serenade  in  c minor 

Ob-Stimson 

Ob-Gus  taf son 

Cl-Bell 

Cl-Elbaz  FOR  PERF.  JULY  7 

Bsn-Sharp 

Bsn-Lozano 

Hrn-Mayhew 

Hrn-Montone 


SECTION  C Thursday  1:30  - 3:30 
Saturday  3:00  - 5:00 

Mr.  Jennings  MH  8 
Berio  Duo  Pezzi 
Vln-Buciu 

Pno-Schneider  FOR  PERF.  JULY  10 

Mr.  Smirnoff  MH  7 
Szymanowski  Mvthes 
Vln-Kipper 

Pno-Bjerken  FOR  PERF.  JULY  2 

Mr.  Fischer  MH  5 
Beethoven  Op.  47 
Vln-Voutchkova 

Pno-Tomlinson  FOR  PERF.  JULY  7 

Mr.  Sanders  MH  4 
Mozart  K.  377 
Vln-Zaharko 

Pno— Kim  FOR  PERF.  JULY  2 

Mr . Levine  MH  6 
Brahms  Sonata  in  A Major 
Vln-0 ' Boyle 

Pno— Goodyear  FOR  PERF.  JULY  7 

Mr.  Krosnick  MH  A 
Shapev  Duo  Fantasy 
Vln-Heubl 

Pno-Niskala  FOR  PERF.  JULY  10 

Mr.  Barker  Shed 
Bass  Class 
ALL  BASSES 


MORE  SECTION  C Thursday  1:30  - 3:30 
Saturday  3:00  - 5:00 

Mr.  Wyner  FCH  2 
Harbison  November  1828 
Vln-Cherry 
Vla-Kubert 

Vlc-S tomberg  FOR  PERF.  JULY  14 
Pno-Goldstein 

Mr.  Voisin  RehHall 

Strauss  Serenade  Op.  7 

Fl-Lynch 

Fl-Skitch 

Ob-Schaef er 

Ob-McCullough  FOR  PERF.  JULY  7 

Cl-Fingland 

Cl-Mcintosh 

Bsn-Lee 

Bsn-Moses 

CBsn-Sharp 

Hrn-Kimel 

Hrn-Christensen 

Hrn-Hoops 

Hrn-Montone 

Mr.  Lehner  Hawthorne  #2 

Brahms  Op.  18 

Vln-Kuder 

Vln-Yalcin 

Vla-Reynolds 

Vla-Voldins 

Vlc-Riggs  FOR  PERF.  JULY  13 

Vlc-Kobayashi 


SECTION  D (Tuesday  7:30  - 9:30) 

Saturday  9:00  - 11:00  am 

Mr.  Fleisher/Levine  MH  6 
Schubert  Fantasie 
Vln-Buciu 

Pno-Schneider  FOR  PERF.  JULY  2 

Mr.  Jennings  MH  8 
Ives  Sonata  #4 
Vln-Kipper 

Pno-Bjerken  FOR  PERF.  JULY  9 

Mr.  Sanders  MH  4 
Schubert  Rondo 
Vln-Foster 

Pno-Goldstein  FOR  PERF.  JULY  7 

Mr.  MacCourt  MH  7 
Mendelssohn  Konzertstucke  Op.  113 
Cl-Vivier 
Bsn-Ouint 
Pno-Goodyear 


FOR  PERF.  JULY  7 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIRST  WEEK 
June  24-30 


SECTION  E Thursday  1:30  - 3:30 

Saturday  9:00  - 11:00  am 

Mr.  Kalish  FCH  1 
Ravel  Sonata 
Vln-Koo 

J?no-Yampolsky  FOR  PERF.  JULY  7 


SECTION  F Saturday  9:00  - 11:00  am 
Sunday  10:30  - 12:30  am 

Mr . Lehner  FCH  2 
Mozart  K.  526 
Vln-Shih 

Pno-Aznavoorian  FOR  PERF.  JULY  9 


COMING  ATTRACTIONS 

Mr.  Wyner  Vaughan-Williams , On  Wenlock  Edge 

Vln-Allen 

Vln-Yalcin 

Vla-Voldins 

Vlc-Riggs  FOR  PERF. 

Vc- 


Vaughan  Williams  Hymns 
Vla-Lindeskov  FOR  PERF. 


SF.CONI)  WEEK 
July  1 - 7 


TAMfM.n.'UO!)  MUSIC  r ENTER 
Fe  I I uwsh  I p Program 
Instrument  a L 


MONDAY  1 

TUESDAY  2 

WEDNESDAY  3 

THURSDAY  4 

FRIDAY  5 

9:00  - 11:00 

10:00  - 12:30 

10:00  - 12:30 

10:00  - 12:30 

Chamber  Music 

10:00  - 12:30 

TMCO  A- VI 

TMCO  O-l 

TMCO  B-I I I 

Section  D,  I , P 

TMCO  O-JV 

Mr.  Ozawa  & 

Mr.  Ozawa 

Mr.  Meier  6 

Mr.  Spano 

Cond . Fe l 1 ows 

Then t re 

Cond . Fe 1 1 ows 

11:30  - 1:30 

WestBarn 

OCH 

10:00  - 12:30 

OCH 

Chamber  Music 
Section  C 

10:00  - 12:30 

TMCO  B-I 

TMCO  B-1V 

Mr.  Meier  & 

Mr.  Meier  & 

Cond . Fellows 

Cond . Fellows 

OCH 

1 

OCH 

1:30  - 3:30 

1:30  - 4:00 

1:30  - 3:30 

1:30  - 3:30 

Chamber  Music 

TMCO  0-11 

Chamber  Music 

Chamber  Music 

Section  E , P 

Mr.  Ozawa 
Theatre 

Section  A,  K 

Section  A 

4:00  - 6:00 

1:30  - 4:00 
TMCO  B-I I 
Mr.  Meier  & 
Cond . Fellows 
OCH 

4:00  - 6:00 

2:00  - 4:30 
TMCO  O-III 
Mr.  Ozawa 
OCH 

4:00  - 6:00 

Chamber  Music 

Chamber  Music 

Chamber  Music 

Section  D,  F, 

Section  B 

Section  B,  G,  L 

G,  N,  0 

4:30  - 6:30 
Chamber  Music 
Section  E,  I,  L 

7:30  - 9:30 

8:30 

7:30  - 9:30 
Chamber  Music 

Chamber  Music 
Section  J,  M,  0 

TMCO  Concert  A 

Section  H 

Mr.  Ozawa  & 
Cond .Fellows 

7:30  - 9:30 
Master  Classes 

OCH 

Fl-Ms.  Dwyer 
MHS  202 

Hrn-Mr.  Sebring 
MHS  208 

Trb-Mr.  Barron 
MHS  205 

8:30 

Sonata  Recital  I 

OCH 


SATURDAY  6 


10:00  - 12:00 
Cello  Class 
Mr.  Krosnick,  Mr. 

F ischer 
ChMusllall 

10:00  - 12:00 
Chamber  Music 
Section  J,  N 

10:00  - 12:00 
Piano  Seminar 
All  pianists  (except 
Goodyear) 

Hawthorne  // 2 

1:30  - 3:30 
Chamber  Music 
Section  C,  H 

4:00  - 6:30 
TMC0  0-V 
Mr.  Ozawa 
Theatre 

4:30  - 6:30 
TMCO  B-V 

Mr.  Meier  & Cond. Fellows 
OCH 


SUNDAY  7 


10:00 

Chamber  Concert  I 
OCH 

8:30 

Sonata  Recital  II 
OCH 


SECOND  WEEK 
July  1 - 7 


TANOCEWOOD  MUSIC  CENTER 
Fe  1 1 owsh  i |'  Program 
Condue t 1 ng 


MONDAY  1 

TUESDAY  2 

WEDNESDAY  3 

THURSDAY  4 

FRIDAY  5 

SATURDAY  6 

10:00  - 12:30 

10:00  - 12:30 

10:00  - 12:30 

10:00  - 12:30 

10:00  - 12:00 

TMCO  A- VI 

TMCO  0-1 

TMCO  B-I II 

TMCO  O-IV 

Solfege  Mr.  Voisin 

Mr.  Ozawa  & 

Mr.  Ozawa 

Mr.  Meier  & 

Mr.  Spano 

MH  5 

Cond . Fellows 

Theatre 

Cond . Fellows 

WestBarn 

4:00  -6:30 

OCH 

10:00  - 12:30 

OCH 

11:00  - 1:00 
Conducting  Class 
Mr.  Meier 
Seranak 

10:00  - 12:30 

TMCO  O-VI 
Mr . Ozawa 

TMCO  B-I 
Mr.  Meier  & 
Cond . Fel lows 
OCH 

TMCO  B-IV 
Mr.  Meier  & 
Cond . Fellows 
OCH 

Theatre 

4:30  - 6:30 
TMCO  B-VI 
Mr . Meier  & 

Cond . Fellows 

1:30  - 3:30 

1:30  - 4:00 

1:30  - 3:30 

1 ; 30  - 3:30 

OCH 

Class 

TMCO  O-II 

Class 

Class 

Mr.  Meier 

Mr . Ozawa 

Mr.  Meier 

2:00  - 4:30 
TMCO  O-III 

Mr.  Meier 

Seranak 

Theatre 

Seranak 

Seranak 

Sunday  7 

Mr.  Ozawa 
OCH 

1:30  - 4:00 

• 

TMCO  B-II 
Mr.  Meier  & 
Cond .Fellows 
OCH 

- 

10:00 

Chamber  Concert  I 
OCH 

8:30 

Sonata  Recital  II 
OCH 

8:30 

8:30 

TMCO  Concert  A 

Sonata  Recital  I 

Mr . Ozawa  & 

OCH 

Cond .Fellows 

OCH 

SECOND  WEEK 
July  1 - 7 


TANCf.r.WOfM)  MUSIC  CENTER 
Fel  lowship  Program 
Composition 


MONDAY  1 


TUESDAY  2 Wednesday  3 


THURSDAY  4 | FRIDAY  5 


SATURDAY  6 


1:30  - 3:30 
Class 

Mr.  Bo loom 
Hawthorne  // 1 


1:30  - 3:30 
Class 

Mr.  Bolcom 
Hawthorne  //I 


Sunday  7 


8:30 

TMCO  Concert  A 
Mr . Ozawa  & 
Cond . Fellows 
OCH 


8:30 

Sonata  Recital  I 
OCH 


10:00 

Chamber  Concert  I 
OCH 


8:30 

Sonata  Recital  II 
OCH 


MHS  = Miss  Hall's  School 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECOND  WEEK 
July  1 - 7 


SECTION  A Wednesday  & Friday 
1:30  - 3:30 

Mr.  Krosnick  Highwood  Pink 
Mozart  K.  421 
Vln-Franken 

Vln-Allen  For  Perf.  July  14 

Vla-Lee 

Vlc-Muller-Szeraws 

Mr.  Lehner  Highwood  Ivory 
Berg  Quartet  Op.  3 
Vln-Barcham-Stevens 
Vln-Riego 

Vla-Greenbaum  FOR  PERF.  July  28 
Vlc-Thompson 

Mr.  Levine  FCH  2 
Dvorak  Piano  Quintet 
Vln-DAPadilla 
Vln-Grahms 

Vla-Brown  For  Perf.  July  17 

Vlc-Hochscheid 

Pno-Bjerken 

Mr.  Fleisher  FCH  3 
Faure  Piano  Quartet 
Vln-Neal 
Vla-Reynolds 

Vlc-Car ring ton  FOR  PERF.  JULY  13 

Pno-Niskala 

Mr.  Fischer  Hawthorne  #2 
Beethoven  Op.  47 
Vln-Voutc'hkova 

Pno-Tomlinson  For  perf.  July  7 

Mr.  Sanders  MH  4 Wed;  MHS  106  Fri. 

Schubert  Rondo 

Vln-Foster 

Pno-Goldstein  For  perf.  July  7 

Mr.  Voisin  Studio  E 

Brass  Quintet  of  choice 

Hrn-Hoops 

Trp-Still 

Trp-Finamore 

Trb-Nova 

BTrb-Thornton 

Mr.  Kalish  FCH  1 
Poulenc  Sextet 
Fl-Rowe 
Ob-Gustaf son 

Cl-Elbaz  FOR  PERF.  JULY  17 

Bsn-Lozano 

Hrn-Kimel 

Pno-Goodyear 


Mr.  Barker  Studio  L 
Bass  Class 
ALL  BASSES 

Mr.  Smith  Maple  Rehearsal  Hall 

Ravel  Introduction  & Allegro 

Vln-0 ' Boyle 

Vln-Nelius 

Vla-Schaad 

Vlc-Kobayashi  FOR  PERF.  July  13 

Fl-Lynch 

Cl-Vivier 

Hrp-Sato 


SECTION  B Wednesday  & Friday 
4:00  - 6:00 

Mr.  Fischer  Hawthorne  //2 
Bolcom  Donald  Hall  Songs 
Vlc-Haman 
Fl-Skitch 

Cl-Fingland  FOR  PERF.  JULY  1 1 5 pm 

Hrn-Kimel 

Pno-Aznavoor ian 

Vc-Gurevich 

Mr.  Levine  MH  7 Wed.;  MHS  Music  Room  Fri 

Brahms  d minor  sonata 

Vln-Koo 

Pno-Hampolsky  FOR  PERF.  july  9 

Mr.  Smirnoff  MH  8 Wed.;  MHS  101  Fri. 

Lutoslawski  Subito 

Vln-Foster 

Pno-Goldstein  FOR  PERF.  July  9 

Mr.  Jennings  MH  6 Wed.;  MHS  Art  Fri. 

Berio  Duo  Pezzi 

Vln-Buciu 

Pno-Schneider  FOR  PERF.  JULY  10 

Mr.  Krosnick  Highwood  Pink 
Shapey  Duo  Fantasy 
Vln-Heubl 

Pno-Niskala  For  perf.  july  10 

Mr.  Lehner  FCH  2 
Brahms  Op . 18 
Vln-Kuder 
Vln-Yalcin 

Vla-Reynolds  For  perf.  July  13 

Vla-Voldins 

Vlc-Riggs 

Vlc-Kobayashi 


MHS  = Miss  Hall's  School 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECOND  WEEK 
July  1 - 7 


MORE  SECTION  B Wednesday  & Friday 
4:00  - 6:00 

Mr.  Serkin  FCH  3 
Takemitsu  Quattour  #2 
Vln-Neal 
Vlc-Hochscheid 

Cl-Bell  FOR  PERF.  Aug.  12 

Pno-Kim 

Mr.  Kalish  FCH  1 
Brahms  Trio  Op.  87 
Vln-Voutchkova 

Vlc-Zelkowicz  FOR  PERF.  July  21 
Pno-Tomlinson 

Mr.  Voisin  Maple  Rehearsal  Hall 

Gabrielli  TBA 

Hrn-Garrett 

Hrn-Montone 

Hrn-Mayhew 

Hrn-Hoops 

Trp-Prentice 

TrpOWright  FOR  PERF.  JULY  14 

Trp-Flegg 

Trp-Still 

Trb-Vermette 

Trb-Valls  Martin 

Trb-Thornton 

Tba-Montgomery 


SECTION  C Thursday  11:30  1:30 
Saturday  1:30  - 3:30 

Mr.  Smirnoff  ChMusHall 

Webern  Konzert  Op.  24 

Vln-Kim 

Vla-Holzmer 

Fl-Hansen 

Ob-Schaefer  FOR  PERF.  JULY  7 

Cl-Elbaz 

Hrn-Christensen 

Trp-Flegg 

Trb-Valls  Martin 

Pno-Schneider 

Mr.  Bolcom/Mr.  Fischer  MH  7 
Bolcom  Sonata  No.  3 
Vln-Zaharko 

Pno-Kim  For  perf.  July  10 

Mr.  Jenning  MH  8 
Ives  Sonata  #4 
Vln-Kipper 

Pno-Bjerken  for  perf.  July  2 

Mr.  Lehner  Highwood  Gray 
Mozart  K.  526 


MORE  SECTION  C Thursday  11:30  - 1:30 
Saturday  1:30  - 3:30 

Mr.  Wyner  Hawthorne  #2 

Vaughan  Williams  On  Wenlock  Edge 

Vln-Allen 

Vln-Yalcin 

Vla-Voldins  For  perf. 

Vlc-Riggs 

Vc-Doherty 

Mr.  Krosnick  Studio  L 
Schubert  Quintet 
Vln-Kuder 
Vln-Koo 

Vla-Teng  For  perf.  Aug.  4 

Vlc-Muller-Szeraws 

Vlc-Zelkowicz 

Mr.  Fischer  MH  10 
Druckman  Quartet  // 2 
Vln-Cherry 
Vln-0 'Boyle 

Vla-Lindeskov  For  perf.  July  21 

Vlc-Mackenzie 


SECTION  D Monday  4:00  - 6:00 

Thursday  9:00  - 11:00  am 

Mr.  Wyner  FCH  2 
Harbison  Nov.  1828 
Vln-Cherry 
Vla-Kuberg 

Vlc-Stomberg  FOR  PERF.  July  14 

Pno-Goldstein 

Mr.  Voisin  Maple  Rehearsal  Hall 

Strauss  Serenade  Op.  7 

Fl-Lynch 

Fl-Skitch 

Ob-Schaefer 

Ob-McCullough 

Cl-Fingland 

Cl-Mcintosh  FOR  PERF.  July  7 

Bsn-Lee 

Bsn-Moses 

CBsn-Sharp 

Hrn-Kimel 

Hrn-Christensen 

Hrn-Hoops 

Hr -Montone 

Mr.  Kalish  FCH  1 
Ravel  Sonata 
Vln-Koo 

Pno-Yampolsky  FOR  PERF.  July  7 


Vln-Shih 

Pno-Aznavoorian 


For  perf.  July  9 


MHS  = Miss  Hall's  School 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECOND  WEEK 
July  1-7 


SECTION  E Monday  1:30  - 3:30 
Tuesday  4:30  - 6:30 

Mr.  Wyner  ChMusHall 

Bach  Brandenburg  Concerto  #3 

Vln-Guirao 

Vln-Tomonaga 

Vln-Hanson 

Vla-Foster 

Vla-Hsu  For  perf.  July  7 

Vla=  Schaad 

Vlc-Mackenzie 

Vlc-Harran 

Vlc-Zelkowicz 

Bas-DeRamus 

Hpsi-Kim 

Mr.  Sanders  MH  4 
Debussy  Sonata 
Vln-Shih 

Pno-Aznavoorian  For  perf.  July  2 

Mr . Lehner  Highwood  Ivory 
Brahms  G Major  sonata 


Vln-Heubl 

Pno-Niskala 

For  perf 

. July  2 

Mr.  MacCourt  Highwood  Gate  Studio 
Mozart  c minor  serenade 

Ob-Stimson 

Ob-Gustaf son 

Cl-Bell 

Cl-Elbaz 

Bsn-Sharp 

Bsn-Lozano 

Hrn-Mayhew 

Hrn-Montone 

FOR  PERF. 

July  7 

Mr.  Smirnoff  MH  8 
Szymanowski  Mythes 
Vln-Kipper 

Pno-Bjerken  For  perf. 

JUly  9 

Mr.  Fleisher  FCH  3 
Schubert  Fantaisie 

Vln-Buciu 

Pno-Schneider 

For  perf.  July  2 

SECTION  F Monday  4:00  - 

Mr.  Sanders  MH  4 
Mozart  K.  377 

6:00 

Vln-Zaharko 

Pno-Kim  For  perf.  July  2 


SECTION  G On  vacation  this  week 

SECTION  H Tuesday  7:30  - 9:30 
Saturday  1:30  - 3:30 

Mr.  MacCourt  MHS  202  Tue.;  HGS  Sat. 
Ligeti  Bagatelles 
Fl-Amos 
Ob-Schweiger t 

Cl-Bepko  For  perf.  July  14 

Bsn-Moses 

Hrn — ‘Garrett 


SECTION  I Tuesday  4:30  - 6:00 

Thursday  9:00  - 11:00  am 

Mr.  Jennings  MH  7 
Enesco  Octet 
Vln-Blumberg 
Vln-Nelius 
Vln-DUPadilla 

Vln-Nishina  For  perf.  July  17 

Vla-Lindeskov 

Vla-Teng 

Vlc-Tzavaras 

Vlc-Jor tner 


SECTION  J Wednesday  7:30  - 9:30 
Saturday  10:00  - 12:00 

Mr.  Jennings  MHS  101  Wed.,  MH  8 Sat. 

Session  Duo 

Vln-Kuder 

Pno-Goodyear  FOR  PERF.  July  10 


SECTION  K Wednesday  1:30  - 3:30 

Mr.  Epstein  OCH 
Bazelon  Fourscore 
PErc-Strauss 

Perc-Sharkey  For  Perf.  July  13 

Perc-Millstein 

Perc-Pereira 


SECTION  L Tuesday  4:30  - 6:30 
Friday  4:00  - 6:00 

Mr.  Smith  Studio  I 
Koechlin  Duo 
Fl-Amos 

Fl-Rowe  FOR  PERF.  July  17 


. 


TANGLEWOOD  MUSIC  CENTER 

MHS  = Miss  Hall's  School  Fellowship  Program  SECOND  WEEK 

Chamber  Music  July  1-7 

SAUSALITO  QUARTET  - All  in  Highwood  Ivory 

Monday  10:00  - 12:00  - Beethoven  Op.  132  - Lehner 
Tue.  10:00  - 12:00  - Mozart  K.  387  - Krosnick 
Thu.  2:00  - 4:00  - Beethoven  - Lehner 
Fri.  10:00  - 2:00  - Mozart  - Krosnick 


SECTION  N Monday  4:00  - 6:00 

Saturday  10:00  - 12:00 

Mr.  MacCourt  MH  7 
Mendelssohn  Op.  113 
Cl-Vivier 
Bsn-Quint 

Pno-Goodyear  FOR  PERF.  JULY  7 


SECTION  M Wednesday  7:30  - 9:30 

Mr.  Levine  MHS  Music  Room 
Beethoven  Op.  16 
Ob-Schweigert 
Cl-Mclntosh 

Bsn-Quint  For  Perf.  July  17 

Hrn-Mayhew 

Pno-Schneider 


SECTION  0 Monday  4:00  - 6:00 

Wednesday  7:30  - 9:30 

Mr.  Fleisher  FCH  3 Mon.;  MHS  106  Wed. 

Haydn  HobXV:29 

Vln-Nishino 

Vlc-Tzavaras  For  perf.  July  14 
Pno-Aznavoorian 


SECTION  P Monday  1:30  - 3:30 

Thursday  9:00  - 11:00  am 

Mr.  Levine  MH  A 
Brahms  A Major  sonata 
Vln-0 ' Boyle 

Pno-Goodyear  For  Perf.  July  7 


COMING  ATTRACTIONS 

Bartok  Sonata  for  Two  Pianos  & Percussion 

Perc-Pereira 

Perc-Sharkey 

Pno-Bjerken  FOR  PERF. 

Pno-Yampolsky 

Ulstvoskaya  Trio 
Vlc-Tzavaras 

Cl-Bepko  For  Perf.  Aug.  12 
Pno-Niskala 

Kurtag  Trio 
Vla-Lee 

Cl-Fingland  For  Perf.  Aug.  12 

Pno-Goldstein 

Vaughan  Williams  Hymns 
Vla-Lindeskov 
Vc-Grif f ey 


REHEARSAL  THURSDAY  TBA 


' 


TANGLEWOOI)  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


THIRD  WEEK 
July  8 - 1A 


MONDAY  8 

TUESDAY  9 

WEDNESDAY  10 

THURSDAY  1 1 

FRIDAY  12 

10:00  - 12:00 

10:00  - 12:30 

9:00  - 10:30 

9:00  - 10:30 

9:00  - 10:30 

Chamber  Music 

TMCO  C-l 

Chamber  Music 

Chamber  Music 

Chamber  Music 

Section  L,  Q 

Mr.  Spano 
OCH 

Section  D,  P 

Section  H,  R 

Section  H 

10:00  - 12:00 

11:00  - 12:30 

11:00  - 12:30 

11:00  - 12:30 

Perc  Seminar 

Chamber  Music 

Chamber  Music 

Chamber  Music 

ALL  PERCS 
Mr.  Duff 
T)CH 

10:30-12:30 
HarpClass 
Ms.  Pilot 

Section  B 

Section  C,  N,  Q 

Section  C 

ShedHarpRm 

1:30  - 3:30 

1:15  - 3:15 

1:15  - 3:15 

1:30  - A: 00 

1:00  - 3:30 

Chamber  Music 

TMCO  C-II 

TMCO  C-II I 

TMCO  C-V 

Section  A,  F,  J 

Mr.  Spano 

Mr . Spano 

Mr . Spano 

TMCO  B-VI 
Mr.  Meier  & 
CondFellows 
OCH 

1:30  - 3:30 
PercSeminar 

Shed 

3 : A5  - 5 : A5 
Chamber  Music 

Shed 

Shed 

Section  M,  0,  R 

5:00 

A: 30  - 6:30 

2:00  - 5:00 
TMCO  0-VII 
Mr.  Ozawa 
Theatre 

A: 00  - 6:00 

A:  00 

Sonata  Recital  III 
Maple  Rehllall 

* ' ' 

DonaldHall  Concert 
OCH 

7:30  - 10:00 

Chamber  Music 
Section  K,  M, 
and  F 

Chamber  Music 

A: 00  - 6:00 

A:  00 

TMCO  C-IV 

Section  B,  G 
A: 00  - 6:00 

Chamber  Music 
Section  D,  I,  K 

Sonata  Recital  IV 
Maple  Rehllall 

Mr.  Spano 
Shed 

PercSeminar 

7:30  - 9:30 

7:30  - 9:30 

8 : 30 

ALL  PERCS 

Chamber  Music 

Chamber  Music 

Vocal  Recital 

Mr.  Duff 
OCH 

8:30 

TMCO  Concert  B 
Mr.  Meier  & 
Cond . Fellows 
OCH 

Section  E 

7:30  - 9:30 
PercSeminar 
All  Peres 
Mr.  Duff 
OCH 

Section  E,  S 

7:30  - 9:30 
Bassoon  Class 
Mr.  Svohoda-HS  202 

OCH 

SATURDAY  1 3 


10:35  - 1:05 
TMCO  C-VI 
Mr.  Spano 
Shed 

2:00 

Chamber  Concert  II 
OCH 

A: 30  - 6:30 
Chamber  Music 
Section  A,  N 


SUNDAY  1A 


10:00 

Chamber  Concert  III 
OCH 

2:30 

TMCO  Concert  C 
Mr . Spano 
Shed 

5:00 

Fellowship  Picnic 
Highwood  Tent 

8:30 

Vocal  REcital 
OCH 


THIRD  WEEK 
July  8-34 


TANC1.EW00D  MUSIC  CENTER 
Fellowship  Program 
Confine  t jug 


MONDAY  8 

TUESDAY  9 

WEDNESDAY  10 

THURSDAY  1 1 

FRIDAY  12 

SATURDAY  13 

j 

. 

10:00  - 12:00 
Class 
Mr.  Meier 
Seranak 

10:00  - 12:30 
TMCO  C-I 
Mr.  Spano 
OCH 

10:00  - 12:00 
Class 
Mr.  Meier 
Seranak 

I 

1 

10:00  - 12:00 
Class 

Mr.  Silverstein 
Seranak 

10:00  - 12:00 
Class 
Mr.  Meier 
Seranak 

10:35  - 1:05 
TMCO  C-V I 
Mr.  Spano 
Shed 

2:00 

Chamber  Concert  II 
OCH 

1:00  - 3:30 
TMCO  B-VI 
Mr.  Meier  & 
Cond .Fellows 

1:30  - 3:30 
Class 
Mr.  Meier 
Seranak 

1:15  - 3:15 
TMCO  C-I I 
Mr . Spano 
Shed 

1:15  - 3:15 

1:30  - 4:00 

SUNDAY  14 

TMCO  C-I I I 
Mr.  Spano 
Shed 

TMCO  C-V 
Mr . Spano 
Shed 

10:00 

Chamber  Concert  III 

OCH 

OCH 

2:00  - 5:00 
TMCO  O-VI 
Mr.  Ozawa 

5:00 

DonaldHallConcert 

OCH 

2:30 

Theatre 

TMCO  Concert  C 
Mr . Spano 
Shed 

8:30 

TMCO  Concert  B 
Mr.  Meier  & 
Cond . Fellows 
OCH 

7:30  - 10:00 
TMCO  C-IV 
Mr.  Spano 
Shed 

5:00 

Fellowship  Picnic 
Highwood  Tent 

THIRD  WEEK 
July  8 - 14 


TANGLEWOOD  MUSTC  CENTER 
Fellowship  Program 
Compos it  ion 


MONDAY  8 


TUESDAY  9 


10:00  - 12:00 
Class 


WEDNESDAY  ] 0 


THURSDAY  1 1 


FRIDAY  12 


Mr.  Bo 1 com 
Hawthorne  if] 


SATURDAY  13 


2:00 

Chamber  Concert  II 
OCH 


8:30 

TMCO  Concert  B 
Mr.  Meier  & 
Cond .Fellows 
OCH 


5:00 

DonaldHall  Concert 
OCH 


1:30  - 3:30 
Class 

Mr.  Bolcom 
Hawthorne  if  1 


8:30 

Vocal  REcital 
OCH 


SUNDAY  14 


10:00 

Chamber  Concert  III 
OCH 

2:30 

TMCO  Concert  C 
Mr.  Spano 
Shed 


5:00 

Fellowship  Picnic 
Highwood  Tent 

8:30 

Vocal  REcital 
OCH 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


THIRD  WEEK 
July  8-14 


SECTION  A Tuesday  1:30  - 3:30 
Saturday  4:30  - 6:30 

Mr.  Lehner  Hawthorne  #2 
Berg  Op.  3 
Vln-Barcham-St evens 
Vln-Riego 

Vla-Greenbaum  For  perf.  July  28 

Vlc-Thompson 

Mr.  Levine  Studio  L 
Dvorak  Piano  Quintet 
Fln-DAPadilla 
Vln-Grams 

Vla-Brown  For  perf.  July  17 

Vlc-Hochscheid 

Pno-Bjerken 

Mr.  Fleisher  FCH  3 
Faure  Piano  IV 
Vln-Neal 
Vla-Reynolds 

Vlc-Carrington  For  perf.  July  13 

Pno-Niskala 


Mr . Wyner  FCH  2 
Harbison  Nov.  1828 
Vln-Cherry 
Vla-Kubert 

Vlc-Stomberg  For  perf.  July  14 

Pnl-Goldstein 

Mr.  Smith  MH  10 
Koechlin  Duo 
Fl-Amos 

Fl-Rowe  For  perf.  July  17 


Mr.  Barker  RehStage 
Bass  Class 
ALL  BASSES 

Mr.  Purvis  WestBarn 
Mason  New  work 

ALL  HORNS  For  perf.  Aug.  10 


SECTION  B Monday  4:00  - 6:00 

Wednesday  11:00  - 12:30 

Mr.  Serkin  FCH  2 
Takemitsu  Quattour  #2 
Vln-Neal 
Vlc-Hochscheid 

Cl-Bell  For  perf.  Aug.  12 

Pno-Kim 


MORE  SECTION  B Monday  4:00  - 6:00 

Wednesday  11:00  - 12:30 

Mr.  Kalish  FCH  1 
Brahms  Op.  87 
Vln-Voutchkova 
Vlc-Zelkowicz 

Pno-Tomlinson  For  perf.  July 

Mr.  MacCourt  HGS 
Ligeti  Bagatelles 
Fl-Amos 

Ob-Schweigert  For  perf.  July 

Cl-  Bepko 

Bsn-Moses 

Hrn-Garrett 

Mr.  Fleisher  FCH  3 
Haydn  HobXV : 29 
Vln-Nishino 
Vlc-Tzavaras 

Pno-Aznavoorian  For  perf.  July 

Mr.  Fischer  Studio  L 

Mackey  Indigenous  Instruments 

Vln-Kipper 

Vlc-Stomberg 

Fl/AFl-Lynch 

Cl-Vivier  For  perf.  Aug.  ii 

Pno-Schneider 

Mr . Purvis  Highwood  Ivory 

Beethoven  Trio  for  2 Oboes  & EH 

Ob-Schaef er 

Ob-McCullough 

EH-Stimson 


SECTION  C Thursday  & Friday 
11:00  - 12:30 

Mr.  Krosnick  MH  10 
Mozart  K.  421 
Vl-Franken 
Vln-Allen 

Vla-Lee  For  perf.  July  14 

Vlc-Muller-Szeraws 

Mr.  Lehner  Highwood  Ivory 

Dvorak  Terzetto 

Vln-DUPadilla 

Vln-Kim 

Vla-Voldins 

Mr.  Kalish  FCH  1 
Poulenc  Sextet 
Fl-Rowe 
Ob-Gustaf son 

Cl-Elbaz  For  perf.  July  17 

Bsn-Lozano 

Hrn-Kimel 

Pno-Goodyear 
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TANGLEWOOD  MUSIC  CENTER 
Fellowship 
Chamber 


MORE  SECTION  C Thursday  & Friday 
11:00  - 12:30 

Mr.  Levine  Studio  L 
Beethoven  Op.  16 
Ob-Schweigert 
Cl-Mclntosh 

Bsn-Quint  For  perf.  July  17 

Hrn-Mayhew 

Pno-Schneider 

Mr.  Voisin  Maple  RH 
Stravinsky  L'Histoire 
Vln-Huebl 
Bas-Jiang 
Cl-Fingland 

Bsn-Lee  For  perf.  Aug.  6 

Trp-wright 

Trb-Vermette 

Perc-Mill stein 

Mr.  MacCourt  HGS 
Druckman  Delicie  contente 
Fl-Skitch 
Ob-Stimson 

Cl-Bell  For  perf.  July  28 

Bsn-Sharp 

Hrn-Christensen 

Tape- 

Mr.  Smirnoff  FCH  2 
Quartet  to  be  chosen 
Vln-Voutchkova 
Vln-Blumberg 
Vla-Holzemer 
Vlc-Car ring ton 


SECTION  D Tuesday  4:00  - 6:00 

Wednesday  9:00  - 10:30  am 

Mr.  Lehner  FCH  2 
Brahms  Op.  18 
Vln-Kuder 
Vln-Yalcin 

Vla-Reynolds  For  perf.  July  13 

Vla-Voldins 

Vlc-Riggs 

Vlc-Kobayashi 

Mr.  Kalish  FCH  1 
Kurtag  Trio 
Vla-Lee 
Cl-Fingland 

Pno-Goldstein  For  Perf.  Aug.  12 


Program  THIRD  WEEK 

Music  July  8-14 

MORE  SECTION  D Tuesday  4:00  - 6:00 

Wednesday  9:00  - 10:30  am 

Mr.  Asbury  WestBarn  Tues;0CH  Wed. 

Simaku  L'Aria  Distante 
Vln-0 ' Boyle 
Vln-Shih 
Vla-Holzemer 

Vlc-Harran  For  perf.  July  21 

Bas-Larson 

Fl-Hansen 

Fl/AFl-Rowe 

SoloOb-Schweigert 

Cl-Bepko 

Cl/BCl-McIntosh 

Bsn-Lee 

Hrn-Christensen 

Trp-Finamore 

Trb-Nova 

Perc-Carrillo 

Perc-Sharkey 

Pno-Goodyear 


SECTION  E Tuesday  and  Wednesday 
7:30  - 9:30 

Mr.  Fischer  Hall  Music 
Bolcom  Donald  Hall  Songs 
Vlc-Haman 
Fl-Skitch 

Cl-Fingland  For  perf.  July  11 

Hrn-Kimel 

Pno-Aznavoorian 

Vc-Gurevich 

Mr.  Jennings  Hall  Fitch 
Enesco  Octet 
Vln-Blumberg 
Vln-Nelius 
Vln-DUPadilla 

Vln-Nishina  For  perf.  July  17 

Vla-Lindeskov 

Vla-Teng 

Vlc-Tzavaras 

Vlc-Jortner 


SECTION  F Tuesday  1:30  - 3:30 
Friday  4:30  - 6:30 

Ms.  Pilot  Maple  RehHall 

Ravel  Introduction  & Allegro 

Fln-0 'Boyle 

Vln-Hansen 

Vla-Schaad 

Vlc-Kobayashi 

Fl-Lynch  For  perf.  July  13 

Cl-Vivier 

Harp-Sato 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECTION  H Thursday  & Friday 
9:00  - 10:30  am 

Mr.  Voisin  Studio  L 

Gabrieli 

Hrn-Garrett 

Hrn-Montone 

Hrn-Mayhew 

Hrn-Hoops 

Trp-Prentice 

Trp-Wright 

Trp-Flegg  For  perf.  July  14 

Trp-Still 

Trb-Vermette 

Trb-Valls  Martin 

Trb-Thornson 

Tba-Montgomery 

Mr.  Krosnick  MH  10 

Schubert  Quintet 

Vln-Kuder 

Vln-Koo 

Vla-Teng 

Vlc-Muller-Szeraws  For  perf.  Aug.  4 

Vlc-Zelkowicz 

Mr.  Kalish  RehStage 

Bartok  Sonata 

Perc-Pereira 

Perc-Sharkey 

Pno-Bjerken 

Pno-Yampolsky 

Mr.  Asbjry  Maple  RehHal 

Tanaka  Wave  Mechanics 

Vln-Allen 

Vln-Nelius 

Vln-Tomongag 

Vla-Hsu 

Vla-Schaad 

Vlc-Thompson 

Vlc-Mackenzie 

Bas-Howey  For  perf.  July  17 

Fl/Picc- 

Fl/Picc-C 

Cl- 

C1/BC1- 

Bsn- 

Hrn 

Hrn- 

Trp- 

Trp- 

Vibes- 

Vibes- 


THIRD  WEEK 
July  8-14 

MORE  SECTION  H Thursday  & Friday 
9:00  - 10:30 

Mr.  Purvis  HGS 
Janacek  Mlade 
Fl-Hansen 
Ob-Schaef er 
Cl-Vivier 
BCl-McIntosh 
Bsn-Moses 
HrnOKimel 


SECTION  J On  vacation 


SECTION  K Tuesday  4:00  - 6:00 
Friday  4:30  - 6:30 

Mr.  Epstein  RehStage 
Bazelon  Fourscore 
Perc-Strauss 
Perc-Sharkey 

Perc-Millstein  For  perf.  July  13 

Perc-Pereira 


SECTION  L Also  on  vacation 


SECTION  M Wednesday  3:45  - 5:45 
Friday  4:30  - 6:30 

Mr.  Fleisher  FCH  3 
Schubert  Fantasie 
Vln-Buciu 

Pno-Schneider  For  perf.  July  13 

Mr.  Wyner  Studio  L 

Vaughan  Williams  On  Wenlock  Edge 

Vln-Allen 

Vln-Yalcin 

Vla-Voldins 

Vlc-Riggs  For  perf. 

Pno-Stowe 

Vc-Doherty 

Mr.  Krosnick  MH  7 
Brahms  Op.  114 
Vlc-Jortner 

Cl-Elbaz  For  perf.  off  Tanglwood  grounds 

Pno-Gold stein 


SECTION  N Thursday  11:00  - 12:30 
Saturday  4:30  - 6:30 

Mr.  Jennings  MH  A 

Mozart  Quintet  to  be  chosen 

Vln-Buciu 

Vln-Furuta  For  perf.  July  28 

Vla-Hsu 

Vla-Foster 

Vlc-Haman 


' 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


THIRD  WEEK 
July  8-14 


SECTION  0 Wednesday  3:45  - 5:45 


Mr.  DeLeeuw  RehStage 
Reich  Tehillim 
ALL  PERCUSSION 


For  perf.  Aug.  10 


SECTION  P Wednesday  9:00  - 10:30  am 

Mr.  DeLeeuw  RehStage 
Messiaen  Chronochromie 


Perc-Atkatz 

Perc-Strauss 

Perc-Pereira 


For  perf.  Aug.  13 


SECTION  Q Monday  10:00  - 12:00 

Thursday  11:00  - 12:30 

Mr.  Fischer  MH  11 
Druckman  Quartet  #2 
Vln-Cherry 
Vln-0 ' Boyle 
Vla-Lindeskov 
Vlc-Mackenzie 


For  perf.  July  21 


SECTION  R Wednesday  3:45  - 5:45 

Thursday  9:00  - 10:30  am 

Mr.  Fischer  Highwood  Ivory 

Schubert  Quartetsatz 

Vln-Guirao 

Vln-Zaharako 

Vla-Kubert 

Vlc-Harran 


Sausalito  Quartet  - all  Highwood  Pink 
Mon.  1:30  - 3:30  - Mozart  - Krosnick 
Wed.  1:15  - 3:15  _ Beethoven  Op . 132-Lehner 
Thu.  1:15  - 3:15  - Mozart  K.  387  - Krosnick 
Fri.  1:30  - 3:30  - Beethoven  - Lehner 

Zurich  Trio 

Mon.  10:00  - 12:00  - Kalish  - FCH  1 

Tue.  10:00  - 12:00  - Fleisher  - Brahms  Op.  8 

FCH  3 

Thu.  1:15  - 3:15  - Fleisher  -Brahms  - FCH  3 


Vaughan  Williams  Hymns 
Rehearsal  to  be  determined 
Vla-Lindeskov 


SONATA  RUNTHROUGH  FOR  JULY  9 


10 


BOTH  CONCERTS  ARE  IN  THE  MAPLE  REHEARSAL 
HALL  AT  4 PM 

July  9 runthroughs 
Brahms  Mon.  9:00  - 9:45 

Lutoslawski  Mon.  10:00  - 10:45 

Mozart  K.  526  Mon.  11:00  - 11:45 

Szymanowski  on.  12:00  - 12:45 


July  10  runthroughs 
Bolcom  Tue. 

Berio  Wed. 

Shapey  Wed. 

Sessions  Wed. 


6:00  - 6:45 
9:00  - 10:00 
10:15  - 11:00 
11:15  - 12:30 


SECTION  S Wednesday  7:30  - 9:30 
Friday  4:30  - 6:30 

Mr.  Smith  Maple  Wed:  OCH  Conductor  Fri. 

Debussy  Trio  Sonata 

Vla-Brown 

Fl-Hanse 

Hap-Muzzelini 


Program  orders  to  be  determined 


COMING  ATTRACTIONS 


Ustvolskaya  Trio 

Vln-Barcham-Stevens 

Cl-Bepko 

Pno-Niskala  For  perf.  Aug.  12 

DeFalla  Concerto 
Vln-Foster 
Vlc-Car ring ton 

Fl-Amos  For  perf.  Aug.  4 

Ob-McCullough 

Cl-Bepko 

Pno-Aznavoorian 


Crumb  Music  for  a Summer  Evening 

Pno-Kim 

Pno-Goodyear 

Perc-Strauss  For  perf.  Aug.  18 

Perc-Atkatz 


' 


f 


■ 


i Section  II,  l TMCO  Concert  I) 

i 8:15  - 9:45  Mr.  Fleisher,  Mr.  Meiers 

Coutrabassoon  class  ^ ^ond  . Fellows 

Mr.  Henegar 
I llighwood  I vory 


TANCLEWOOD  MUSIC  CENTER 

Fellowship  Program  FOURTH  WEEK 

Instrumental  July  15-2 


TANGLEWOOD  MUSIC  CENTER 

Fellowship  Program  FOURTH  WEEK 

Conducting  July  15-21 





TANCLEWOOI)  MUSIC  CENTER 

Fellowship  Program  FOURTH  WEEK 

Composition  July  15-2 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FOURTH  WEEK 
July  15  - 21 


SECTION  A Thursday  and  Friday 
2:00  - 4:00 


Mr.  Serkin  FCH  2 
Takemitsu  Quattour  #2 
Vln-Neal 

Vlc-Hochscheid  For  perf.  Aug.  12 

Cl-Bell 

Pno-Kim 

Mr.  Kalish  FCH  1 
Brahms  Op.  87 
Vln-Voutchkova 
Vlc-Zelkowicz 

Pno-Tomlinson  For  perf.  July  21 

Mr.  Krosnick  Highwood  Ivory 

Brahms  Op.  114 

VIc-Jortner 

Cl-Elbaz 

Pno-Goldstein  For  perf.  off- 

grounds 


Mr.  DeLeeuw  WestBarn 
Reich  Tehillim 

ALL  PERCUSSION  For  perf.  Aug.  10 


Ms.  Pilot  OCH  Green  Room 

Debus sv a tio 

Via-Brown 

Fl-Hansen 

Hrp-Muzzellini 

Mr.  Smith  MH  7 
DeFalla  Concerto 
Vln-Foster 
Vlc-Car ring ton 
Fl-Amos 
Ob-McCul lough 
Cl-Bepko 

Pno-Aznavoorian  For  perf.  Aug.  4 

Mr.  Wyner  Highwood  Gray 
Weber  Piano  Trio 
Fl-Skitch 
Vlc-Kobayashi 

Pno-Goodyear  For  perf.  Aug.  6 

Mr  . Lehner  MH  A 
Webern  Bagatelles  Op . 9 * 

Vln-0 ' Boyle 
Vln-Kim 
Vla-Lee 
Vlc-Harran 


Mr.  Voisin  Studio  L 

Arnold  Brass  Quintet 

Hrn-Garrett 

Trp-Still 

Trp-Flegg 

Trb-Valls  Martin 

Tba-Montgomery 

Mr.  MacCourt  HGS 

Stravinsky  Octet 

Fl-Lvnch 

Cl-Fingland 

Bsn-Sharp 

Bsn-Lee 

Trp-Wright 

Trp-Prentice 

Trb-Nova 

Trb-Thornton  For  perf.  Aug.  6 

Mr.  Levine  Maple 

Brahms  Clarinet  Quintet 

Vln-Barcham-Stevens 

Vln-Franken 

Vla-Schaad 

Vic -Mackenzie 

Cl-Vivier 

Mr.  Smirnoff  Highwood  Pink 

Beethoven  Op.  18  r/3 

Vln-DUPadilla 

Vln-DAPadilla 

Vla-Revnolds 

Vlc-Stomberg 


SECTION  B Tuesday  1:30  - 3:30 

Wednesday  2:00  - 4:00 

Mr . Levine  Highwood  Ivory 
Dvorak  Plano  Quintet 
Vln-DAPadilla 

Vln-Grams  For  perf.  July  17 

Vla-Brown 
Vlc-Hochscheid 

Pnn-R-jprkpn  . 

Mr.  Smith  MH  5 
Koechlin  Duo 
Fl-Amos 
Fl-Rowe 


For  perf.  July  17 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FOURTH  WEEK 
July  15-21 


MORE  SECTION  B Tuesday  1:30  - 3:30 

Wednesday  2:00  - 4:00 


MORE  SECTION  C Tuesday  4:00  - 6:00 

Wednesday  4:30  - 6:30 


Mr.  Smirnoff  MH  11 
Bartok  Quartet  //4 
Vln-Voutchkova 
Vln-Blumberg 
Vla-Holzemer 

Vlc-Carrington  Fo#  perf.  Aug.  18 


Mr.  Asbury  WestBarn 

Tanaka  Wave  Mechanics 

Vln-Allen 

Vln-Nelius 

Vln-Kim 

Vla-Hsu 

Vla-Schaad 

Vlc-Thompson 

Vlc-Mackenzie 

Bas-Howey 

Fl/Picc-Skitch 

Fl/Picc-Lynch 

Cb-Gustaf son 

Cl-Bell 


Ci-BCl-Bepko 


Bsn-Lozano 

Hrn-Christensen 

Hrn-Hoops 

Trp-Finamore 

Trp-?rentice 

Vibes-Atkatz 

Vkbes-Ferrandiz-Carrillo 


For  perf.  July 


17 


Mr.  Fischer  MH  10 
Schubert  Quartetsatz 
Vln-Guirao 
Vln-Zaharako 

Vla-Kubert  For  perf.  July  21 

Vlc-Harran 


Mr.  Svoboda  MH  8 
Poulenc  Trio 
Ob-McCullough 
Bsn-Quint 
Pno-Aznavoorian 


Mr.  Jennings  Maple 

Enesco  Octet 

Vln-Blumberg 

Vln-Nelius 

Vln-DUPadilla 

Vln-Nishina 

Vla-Lindeskov  For  perf.  July  17 

Vla-Teng 

Vlc-Tzavaras 

Vlc-Jortner 

Mr.  Levine  MH  7 
Beethoven  Op.  16 
Ob-Schweigert 
Cl-Mclntosh 
Bsn-Quint 

Hrn-  Mayhew  For  perf.  July  17 

Pno- Schneider 

Mr.  Mac Court  HGS 

Quintet  to  be  chosen 

Fl-Skitch 

0b-5timson 

Cl-Bell 

Bsn-Sharp 

Hrn-Christensen 

Mr.  DeLeeuw  West  Barn 

Messiaen  Chronochromie 

Perc-Atkatz 

Perc-Strauss 

Perc-Pereira 

Perc-Millstein 

Per-S'narkey 

Perc-Ferrandiz-Carrillo  For  perf.  Aug 

Mr . Wvner  MH  4 

Wvner  Tanz  & Maissele 

Vln-Allen 

Vlc-Kaman 

Cl-Fingland 

Pno-Goldstein 


SECTION  C Tuesday  4:00  - 6:00 

Wednesday  4:30  - 6:30 

Mr.  Lehner  Highwood  Ivory 
Berg  Op.  3 
Vln-Barcham-S  tevens 
Vl-Riego 

Vla-Greenbaum  For  perf.  July  28 

Vlc-Thompson 


SECTION  D Thursday  4:30  - 6:30 
Saturday  4:00  - 6:00 

Mr.  Krosnick  MH  10 

Schubert  Quintet 

Vln-Kuder 

Vln-Koo 

Vla-Teng 

Vlc-Muller-Szeraws 

Vlc-Zelkowicz  For  perf.  Aug.  4 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FOURTH  WEEK 
July  15-21 


MORE  SECTION  D Thursday  4:30  - 6:30 
Saturday  4:00  - 6:00 

Mr.  DeLeeuw  MH  4 
Ustvolskava  Trio 
Vln=Barcham-St evens 
Cl-Bepko 

Pno-Niskala  For  perf.  Aug.  12 

Mr.  Voisin  Maple 

Stravinsky  L'Histoire 

Vin-Ruebl 

Bas-Jiang 

Ci-Fingland 

Bsn-Lee 

Trp-Wright 

Trb-Vermette  For  perf.  Aug.  6 

Perc-Millstein 

Mr.  Jennings  MH  11 
Mczart  Quintet 
Vlr:-Bueiu 
Vln-Furuta 
Vla-nsu 

Vla-Foster  For  perf.  July  28 

Vic-Haman 

Mr . Lehner  MH  A 
Beethoven  Op.  133 
Vln-Neal 
Vlr -Allen 
Via -Hubert 

Vlc-Jortner  For  perf.  Aug.  4 

Mr.  Asbury  West  Barn 

Reixr  Ensemble 

Vln-Foster 

Vln-Nishino 

Vla-Lindeskov 

Vlc-Kobayashi 

Bas-Rohwer 

Picc-Amos 

Fl-Skitch 

Ob-Schaefer  For  perf.  july  28 

Cl-Bell 

BCl-McIntosh 

Hrn-Hoops 

Trp-Flegg 

BTrb-Thornton 

Perc-Pereira 

Perc-Atkatz 


SECTION  E Monday  and  Saturday 
1:30  - 3:30 

Mr.  Asbury  WestBarn 

Sisaku  L'Aria  Distante 

Vln-0 ' Boyle 

Vln=Shih 

Vla-Teng 

Vlc-Harran 

Bs-Larson 

Fl-Hansen 

Fl/AFl-Rowe 

SoloOb-Schweigert  For  perf.  July  21 

Cl-3epko 

Cl/BCl-McIntosh 

Bsn-Lee 

Hrn-Christensen 

Trp-Finamore 

Trb-Nova 

Perc-Ferrandiz-Carrilio 

Perc-Sharkev 

Pno-Goodyear 

Mr.  Fischer  MH  A 

Mackey  Indigenous  Instruments 

Vln-Kipper 

Vlc-S  tomberg 

Fl/AFl-Lynch 

Cl-Vivier  For  perf . Aug.  11 

Pno- Schneider 


SECTION  F Monday  4:00  - 6:00 
Friday  4:30  - 6:30 

Mr.  Kalish  RehStage 
Bartok  Sonata 
Perc-Pereira 
Perc-Sharkey 
Pno-B j erken 
Pno-Yampolsky 

Mr . Purvis  MH  7 
Janacek  Mladi 
Fl-Hansen 
Ob-Schaefer 
Cl-Vivier 
BCl-McIntosh 
Bsn-Moses 
Hrn-Kimel 

Mr.  Fischer  Studio  L 
Schubert  Trout  Quintet 
Vln-Kipper 
Vla-Voldins 
Vlc-Tzavaras 
Bas-Gr illo 
Pno-Goldstein 


For  perf.  Aug.  6 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FOURTH  WEEK 
July  15  - 21 


6:00  SECTION  I Monday  7:30-9:30  Pm 

6:30  Thursday  8:15  - 10:15  Pm 


MORE  SECTION  F Monday  4:00  - 
Friday  4:30  - 

Mr.  MacCourt  HGS 
Prokofiev  Quintet 
Vln-Hansen 
Vla-Foster 
Bas-Wheelock 
Ob-Gustaf son 
Cl-Bepko 

Mr.  Asbury  WestBarn 
Kalogeras  Entrata 
Vln-Cherry 
Vln-Yalcin 
Via-Greenbaum 
Vlc-Rieggs 
Bas-DeRamus 
Fl/Picc-Amos 
Ob/EH-Stimson 
Cl-Elbaz 
Bsn-Sharp 
Hrn-  Montone 
Trp-Finamore 
Trb-Vermette 
Perc-Strauss 
Perc-Millstein 
Hrp-Sato 

Pno/Cel-Niskala  For  perf.  Aug.  4 


SECTION  G Friday  9:00  - 10:30 

Mr.  DeLeeuw  Maple  RehHall 

Vivier  Zipangu 

Vln-Cherry 

Vln=Guirao 

Vln-Nelius 

Vln-Franken 

Vin-Riego 

Vln-Kim  For  perf.  FCM  III 

Vl-Grams 

Vla-Teng 

Vla-Brown 

Vla-Schaad 

Vlc-Stomberg 

Vlc-Bar ring ton 

Bas-Rohwer 


SECTION  H Monday  7:30-9:30  Pm 

Thursday  8:15  - 10:15  Pm 
Friday  9:00  - 10:30  am 

Mr.  Purvis  ChMusHall  exc . Fri.  WEstBarn 
Mason  Newpiece 
ALL  HORNS 

ALL  TENOR  TROMBONES 


Mr.  DeLeeuw  WestBarn 
Kagel  Orchestrion-straat 
Vln-Barcham-St evens 
Vln-Kipper 
Vla-Greenbaum 
Vla-Holzemer 

Vlc-Hochscheid  For  perf.  FCMIIII 

Vlc-Thompson 

Bas-Grillo 

Bas-Jiang 

Fl-Lynch 

Fl-Rowe 

Cl-Vivier 

Cl-Bepko 

Altosax- 

Trp-Wright 

Trp-Flegg 

Tba-Montgomery 

Tba-Elder 

Perc-Millstein 

Perc-Pereira 

Accord-Doktorski 

Pno-Niskala 


SECTION  J Wednesday  9:00  - 10:30 

Mr.  Asbury  RehStage 

Ligeti  Piano  Concerto 

Pnosolo-Corner 

Vln-Neal 

Vln-Voutchkova 

Vla-Kuberg 

Vlc-Riggs 

Bas-DeRamus 

Fl-Amos 

Ob-Schweigert 

Cl-Elbaz 

Bsn-Lee 

Hrn-Kimel 

Trp-Finamore 

Trb-VallsMartin  For  perf.  FCM  III 

Perc-Strauss 

Perc-Atkatz 


SECTION  K Friday  2:00  - 4:00 

Saturday  1:30  - 3:30 

Mr.  Barker  ChMusHall 
Bass  Class 
ALL  BASSES 


For  perf.  Aug.  10 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECTION  L Wednsday  & Thursday 
4:30  - 6:30 

Mr.  Kalish  FCH  1 

Poulenc  Sextet 

Fl-Rowe 

Ob-Gustaf son 

Cl-Elbaz 

Bsn-Lozano 

Hrn-Kimel 

Pno-Goodyear  For  perf.  July  17 


SECTION  M Monday  1:30  - 3:30 

Wednesday  2:00  - 4:00 

Mr.  Kalish  FCH  1 
Kurtag  Trio 
Vla-Lee 
Cl-Fingland 

Pno-Goldstein  For  perf.  Aug.  12 


Zurich  Trio 

Monday  10:00  - 12:00  - Mendelssohn  - Krosnick 
Highwood  Gray 

Tuesday  10:00  - 12:00  - Brahms  Op . 8 - 
Lehner  - Highwood  Gray 
Wednesday  10:00  - 12:00  - Haydn  - Kalish 
FCH  1 

Friday  11:00  - 1:00  - Mendelssohn  - Krosnick 
Highwood  Gray 

Sausalito  Quartet 

Thursday  11:00  - 1:00  - Mozart  - Krosnick 
Highwood  Pink 

Friday  11:00  - 1:00  - Beethoven  - Lehner 
Highwood  Pink 


FOURTH  WEEK 
July  15  - 21 

COMING  ATTRACTIONS 

Crumb  Music  for  a Summer  Evening 

Pno-Kim 

Pno-Goodyear 

Perc-Strauss 

Perc-Atkatz 

Rachmaninoff  Suite  Op.  17 

Pno-Goldstein 

Pno-Schneider 

Schoenberg  Ode  to  Napoleon 

Vln-Cherry 

Vln-Yalcin 

Vla-Brown 

Vlc-Thompson 

P-no-Niskala 

Vc-  For  perf.  Aug 

Schoenberg  Verklarte  Nacht 

Vln-Kuder 

Vln-Foster 

Vla-Greenbaum 

Vla-Voldins 

Vlc-Car ring ton 

Vlc-Riggs  For  perf.  Aug 

Schumann  Piano  Quintet 

Vln-Riego 

Vln-Nelius 

Vla-Lindeskov 

Vlc-Muller-Szeraws 

Pno-Aznavoorian 

Strainskv  Concerto  for  2 Pianos 

Pno-Niskala 

Pno-Bjerkan 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
T nst rumen tal 


FIFTH  WEEK 
July  22  - 28 


MONDAY  22 

TUESDAY  23 

WEDNESDAY  24 

THURSDAY  25 

FRIDAY  26 

SATURDAY  27 

9:00  - 11:00 

9:30  - 12:30 

9:00  - 11:00 

8:45  - 10:15 

8:45  - 10:15 

Chamber  Music 

q’MCO  O-X 

10:00  - 1:00 

Chamber  Music 

Chamber  Music 

Chamber  Music 

Section  B 

Mr.  Ozawa 

TMCO  O-XI I 

Section  B,  H 

Section  D 

Section  D 

11:30  - 1:00 

Theatre 
10:00  - 12:30 

Mr . Ozawa 
Theatre 

11:30  - 1:30 

10:45  - 1:15 

10:45  - 12:45 
TMCO  E-VI 

Chamber  Music 

TMCO  E-I I 

10:00  - 12:30 

Chamber  Music 

TMCO  E-V 

Mr.  Smirnoff  & 

Section  C,  F 

Mr.  Smirnoff  & 

TMCO  E-IV 

Section  C 

Mr.  Smirnoff  & 

Cond .Fell ows 

2:00  - 5:00 
TMCO  0-VIII 

Cond . Fellows 
OCH 

2:00  - 6:00 
TMCO  0-XI 

Mr.  Smirnoff  & 
Cond . Fellows 
OCH 

1:30  - 3:00 

2:00  - 3:30 
Chamber  Music 

Cond . Fellows 
OCH 

OCH 

2:00 

TMCO  Concert  E 
Mr.  Smirnoff  & 
Cond .Fellows 
OCH 

Mr . Ozawa 
Theatre 

Mr.  Ozawa 
Theatre 

Chamber  Music 
Section  A,  I 

Section  A 

2:00  - 6:00 

4:30 

2:00  - 4:30 
TMCO  E-I 

2:00  - 4:30 
TMCO  E-I I I 

3:30  - 6:30 

4:00  - 6:00 

FCM  Program  III,  IV 
See  separate 
schedule 

TMCO  Opera  Dress 
Mr . Ozawa 
Theatre 

Mr.  Smirnoff  & 
Cond . Fellows 
OCH 

Mr.  Smirnoff  & 
Cond . Fellows 
WestBarn 

FCM  Program  III,  IV 
See  separate 
schedule 

Messiaen  reh. 
Woodwinds  only 
Mr.  DeLeeuw 

SUNDAY  28 

7:30  - 9:30 
Messiaen  Reh 

8:00  - 10:00 

Maple  RehHall 
4:00  - 6:00 

7:30  - 10:30 

10:00 

7:00  - 10:00 

SoloStringsonly 

Chamber  Music 

Chamber  Music 

FCM  Program  I,  II 

Chamber  Concert  VI 

TMCO  0-IX 

Mr.  DeLeeuw 

Section  F,  G,  H 

Section  E 

See  separate 

OCH 

Mr . Ozawa 
Theatre 

Maple  RehHall 

7:30  - 10:30 
F0M  Programs  I,  II 
See  separate 
schedule 

8:00 

TMCO  Opera  Dress 
Mr.  Ozawa 
Theatre 

schedule 

8:00 

TMC  Opera  Production 

Mr.  Ozawa 

Theatre 

FIFTH  WEEK 
July  22  - 28 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Conducting 


MONDAY  22 

TUESDAY  23 

WEDNESDAY  24 

THURSDAY  25 

FRIDAY  26 

SATURDAY  27 

9:30  - 12:30 
TMCO  O-X 

10:00  - 12:30 

10:00  - 12:00 

10  : 45  - 1:15 

10:45  - 12:45 

Mr . Ozawa 

TMCO  E-IV 

Solfege 

TMCO  E-V 

TMCO  E-VI 

11:00  - 1:00 

Theatre 

Mr.  Smirnoff  + 

Mr.  Voisin 

Mr.  SMirnoff  + 

Mr.  Smirnoff  & 

Class 

Cond . Fellows 

MH  5 

Cond .Fellows 

Cond . Fellows 

Mr.  Meier 

10:00  - 12:30 

OCH 

OCH 

OCH 

Seranak 

TMCO  E-I I 
Mr.  SMirnoff  & 
Cond . Fellows 
OCH 

10:00  - 1:00 
TMCO  0-XI I 
Mr . Ozawa 
Theatre 

2:00 

TMCO  Concert  E 
Mr.  Smirnoff  & 
Cond .Fellows 
OCH 

2:00  - 5:00 

4:30 

TMCO  Opera  Dress 
Mr.  Ozawa 
Theatre 

TMCO  0-VIII 
Mr.  Ozawa 
Theatre 

2:00  - 4:30 

2:00  - 6:00 
TMCO  0-XI 

2:00  - 4:00 

Class 

Mr.  Meier 

2:00  - 4:00 

Class 

Mr.  Meier 

2:00  - 4:00 

Class 

Mr.  Meier 

Mr.  Ozawa 
Theatre 

TMCO  E-I 

Mr.  Smirnoff  & 

Seranak 

Seranak 

Seranak 

SUNDAY  28 

2:00  - 4:30 
TMCO  E-I I I 
Mr.  Smirnoff  & 

4:30  - 6:40 
Solfege 
Mr.  Voisin 
MH  5 

10:00 

Chamber  Music  Concert 
OCH 

8:00 

Cond . Fellows 
OCH 

7:00  - 10:00 
TMCO  0-IX 

Cond . Fellows 
WestBarn 

Mr.  Ozawa 

8:00 

TMCO  Opera  Production 

Theatre 

TMCO  Opera  Dress 

Mr.  Ozawa 

Mr.  Ozawa 
Theatre 

Theatre 

TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIFTH  WEEK 
July  22  - 28 


SECTION  A Wednesday  1:30  - 3:00 
Thursday  2:00  - 3:30 

Mr.  Lehner  Highwood  Ivory 

Berg  Op.  3 

Vln-Bar cham-S  tevens 

Vln-Riego 

Vla-Greenbaum 

Vlc-Thompson  For  perf.  July  28 

Mr.  Krosnick  MH  10 

Schubert  Quintet 

Vln-Kuder 

Vln-Koo 

Vla-Teng 

Vlc-Muller-Szeraws 

Vlc-Zelkowicz  For  perf.  Aug.  4 

Mr.  Kalish  RehStage 
Bartok  Sonata 
Perc-Pereira 
Perc-Sharkey 
Pno-Bj  erken 

Pno-Yampolsky  For  perf.  Aug.  6 

Mr.  Jennings  MH  11 
Mozart  K.  516 
Vln-Buciu 
Vln-Furuta 

Vla-Hsu  For  perf.  July  28 

Vla-Foster 

Vlc-Haman 

Mr.  Levine  OCH  GreenRoom 
Debussy  Sonata 
Vla-Brown 
Fl-Hanse 

Hrp-Muzzolini  For  perf.  July  28 

Mr.  Smith  MH  A 

DeFalla  Concerto 

Vln-Foster 

Vlc-Carrington 

Fl-Amos 

Ob-McCullough 

Cl-Bepko 

Pno-Aznavoorian  For  perf.  Aug.  4 

Mr.  Epstein  WestBarn 
Music  for  a Summer  Evening 
Pno-Kim 
Pno-Goodyear 

IPerc-Strauss 
Perc-Atkatz 

Mr.  Fine  MH  8 
Mozart  Duet 
Vln-DAPadilla 
Vla-Holzemer 


Mr.  MacCourt  HGS 

Stravinsky  Octet 

Fl-Lynch 

Cl-Fingland 

Bsn-Sharp 

Bsn-Lee 

Trp-Wright 

Trp-Prentice 

Trb-Nova 

Trb-Thornton  For  perf.  Aug.  6 

Mr.  Asbury  ChMusHall 

Chen  66  Times 

Vln-DUPadilla 

Vlc-Stomberg 

Fl/picc-Skitch 

Cl-Vivier 

Hrp-Sato 

Perc-Ferrandiz-Carrillo 
Vibes -Mills tein 

Sop-Patterson  For  perf.  Aug.  1 


SECTION  B Monday  and  Thursday 
9:00  - 11:00  am 

Mr.  Voisin  Maple 

Stravinsky  L'Histoire 

Vln-Huebl 

Bas- Jiang 

Cl-Fingland 

Bsn-Lee 

Trp-Wright 

Trb-Vermette 

Perc-Millstein  For  perf.  Aug.  6 

Mr.  Smirnoff  MH  11 
Bartok  Quartet  #4 
Vln-Voutchkova 
Vln-Blumberg 
Vla-Holzemer 

Vlc-Carrington  For  perf.  Aug.  18 

Mr.  Purvis  Studio  L 

Janacek  Mladi 

Fl-Hansen 

Ob-Schaerer 

Cl-Vivier 

BCl-McIntosh 

Bsn-Moses 

Hrn — Kimel  For  perf.  July  28 

Mr.  Krosnick  MH  7 
Brahms  Op.  114 
Vlc-Jortner 
Cl-Elbaz 
Pno-Goldstein 


For  perf.  off-grounds 
July  28  11  am 


i 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIFTH  WEEK 
July  22  - 28 


MORE  SECTION  B Monday  & Thursday 
9:00  - 11:00  am 


Mr.  Wyner  MH  8 
Rorem  Plano  Trio 
Fl-Skitch 
Vlc-Kobayashi 
P.no=Goodyear 


For  perf.  Aug.  6 


Mr.  MacCourt  HGS 
Prokofiev  Quintet 
Vln-Hansen 
Vla-Foster 
Bas-Wheelock 
Ob-Gustaf son 

Cl-Bepko  For  perf.  Aug.  6 

Mr.  Kalish  Hawthorne  #2 

Schoenberg  Ode  to  Napoleon 

Vln-Cherry 

Vln-Yalcin 

Vla-Brown 

Vlc-Zelkowicz 

Pno-Niskala 

Vc-  Guttry  For  perf.  Aug.  18 

Mr.  Levine  MH  4 

Dvorak  Piano  Trio  in  F minor 

Vln-Neal 

Vlc-Haman 

Pno-Yampolsky  For  perf.  Aug.  18  am 

Mr.  Lehner  Highwood  Ivory 

Bartok  Duets 

Vln-Nishino 

Vln-Tomonaga  For  perf.  Aug.  6 


SECTION  C Monday  11:30  - 1:00 

Thursday  11:30  - 1:30 

Mr.  Serkin  FCH  2 
Takemitsu  Quattrain 
Vln-Neal 
Vlc-Hochscheid 
Cl-Bell 

Pno-Kim  in  FCM  Program  IV 

Mr.  Levine  MH  10 

Brahms  Clarinet  Quintet  ' 

Vln-Barcham-Stevens 

Vln-Franken 

Vla-Schaad 

Vlc-Mackenzie 

Cl-Vivier  For  perf.  Aug.  6 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  70  #2 
Vln-Buciu 

Vlc-Thompson  For  perf.  pre-BSO 

Pno-Schneider  Aug.  18 


SECTION  C Monday  11:30  - 1:00 

Thursday  11:30  - 1:30 

Mr . Wyner  MH  7 
Tanz  & Maissele 
Vln-Allen 
Vlc-Haman 
Cl-Fingland 

Pno-Yampolsky  For  perf.  Aug.  6 

Mr.  Fischer  MH  A 

Schubert  Trout  Quintet 

Vln-Kipper 

Vla-Voldins 

Vlc-Tzavaras 

Bas-Grillo 

Pno-Goldstein  For  perf.  Aug.  6 

Mr.  Asbury  RehStage 

Kalogeras  Entrata 

Vln-Cherry 

Vln-Yalcin 

Vla-Greenbaum 

Vlc-Riggs 

Bas-Jiang 

Fl/picc-Amos 

Ob/EH-Stimson 

Cl-Elbaz 

Bsn-Sharp 

Hrn-Montone 

Trp-Finamore 

Trb-Vermette 

Perc-Strauss 

Perc-Millstein 

Hrp-Sato 

Pno/cel-Niskala  For  perf.  Aug.  4 


SECTION  D Friday  and  Saturday 
8:45  - 10:15  am 

Mr.  MacCourt  HGS 

Villa  Lobos  Quintet 

Fl-Skitch 

Ob-Stimson 

Cl-Bell 

Bsn-Sharp 

Hrn-Christensen  For  perf.  Aug.  6 

Mr.  Kalish  MH  4 
Rachmaninoff  Suite  Op.  17 
Pno-Goldstein 
Pno-Schneider 

Mr.  Serkin  RehStage 
Stravinsky  Concerto  for  2 pianos 
Pno-Niskala 
Pno-Bj  erken 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIFTH  WEEK 
July  22  - 28 


MORE  SECTION  D Friday  & Saturday 
8:45  - 10:15  am 

Mr.  Fischer  MH  10 

Schoenberg  Verklarte  Nacht 

Vln-Kuder 

Vln-Foster 

Vla-Greenbaum 

Vla-Voldins 

Vlc-Car ring ton 

Vlc-Riggs  For  perf.  Aug.  18  pm 

Mr.  Jennings  MH  A 

Schumann  Piano  Quintet 

Vln-Riego 

Vln-Nelius 

Vla-Lindeskov 

Vlc-MullerSzeraws 

Pno-Aznavoorian  For  perf.  Aug.  6 

Mr.  Krosnick  MH  7 
Beethoven  Archduke  Trio 
Vln-Kipper 
Vlc-Mackenzie 

Pno-Tomlinson  For  perf.  Aug.  18 

Mr.  Lehner  Hawthorne  //2 
Beethoven  Op.  133 
Vln-Neal 
Vln-Allen 
Vla-Kuber t 
Vlc-Jortner 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  59  //I 
Vln-Koo 
Vln-Hansen 
Vla-Lee 

Vlc-Hochscheid 

Mr.  Levine  MH  11 
Haydn  Op.  76  #1 
Vln-Zaharako 
Vln-Kim 
Vla--Reynolds 
Vlc-Kobayashi 


SECTION  E ON  VACATION 


SECTION  F ALSO  ON  VACATION  V 


SECTION  G Wednesday  8:00  - 10:00  pm 

Mr.  Wyner  HS  106 
Brahms  Horn  Trio 
Vln-Guirao 
Hrn-Garrett 

Pno-Goodyear  For  perf.  Aug.  6 

Mr.  Smith  HS  Art 
Hindemith  Septet 
Fl-Rowe 
Ob-Gustaf son 
Cl-Fingland 
BCl-McIntosh 
Bsn-Lozano 
Hrn-Hoops 
Trp-S  till 

Mr.  Henegar  HS  202 

Reinecke  Octet 

Fl-Amos 

Ob-S  timson 

Cl-Bell 

Cl-Elbaz 

Bsn-Moses 

Bsn-Sharp 

Hrn-Christensen 

Hrn-Montone  For  perf.  Aug.  6 


SECTION  H Wednesday  8:00  - 10:00  pm 
Thursday  9:00  - 11:00  am 

Mr.  Jennings  HS  101  Wed;  MH  8 Thu. 

Beethoven  Op.  70  #1 

Vln-Shih 

Vlc-Harran  For  perf.  pre-BSO 

Pno-Kim  Aug.  17 


SECTION  I Wednesday  1:30  - 3:00 

Mr.  Wyner  Maple 

Vaughan  Williams  On  Wenlock  Edge 

Vln-Allen 

Vln-Yalcin 

Vla-Voldins 

Vlc-Riggs 

Pno-Stowe 

Vc-Doherty  For  perf  Aug.  4 pm 

Mr.  Barker  Hawthorne  #2 
Bass  Class 


For  perf.  Aug.  4 


Aug . 1 7 

For  perf.  Pre-BSO 


ALL  BASSES 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


FIFTH  WEEK 
July  22  - 28 


OFF  THIS  WEEK  BUT  BACK  ON  NEXT  WEEK 

Mr.  Asbury 

Reim  Ensemble 

Vln-Foster 

Vln-Nishino 

Vla-Lindeskov 

Vlc-Kobayashi 

Bas-Rohwer 

Picc-Amos 

Fl-Skitch 

Ob-Schaef er 

Cl-Bell 

BCl-McIntosh 

Hrn-Hoops 

Trp-Flegg 

BTrb-Thornton 

Perc-Pereira 

Perc-Atkatz  For  perf.  Aug.  4 

SAUSALITO  QUARTET 

Monday  2:00  - 4:00  - Beethoven  Op.  132  - Fischer  - Highwood  Pink 
Tuesday  10:00  - 12:00  - Berio  - Jennings  - Highwood  Pink 
WEdnesday  10:00  - 12:00  - Mozart  K.  387  - Fleisher  - FCH  3 

ZURICH  TRIO  - Mendelssohn  Trio  3rd  & 4th  movements 
Monday  2:00  - 4:00  - Fischer  - Highwood  Gray 
Tuesday  10:00  - 12:00  - Levine  - Highwood  Gray 
Friday  10:30  - 12:30  - Fleisher  - FCH  3 


COMING  ATTRACTION 

Beethoven  Op.  74 

Vln-Nishino 

Vln-Grams 

Vla-Kubert 

Vlc-Stomberg 


For  perf.  pre-BSO  Aug.  18 


p 


TANGLEWOOD  MUSIC  CENTER 
FESTIVAL  OF  CONTEMPORARY  MUSIC 


PROGRAM  I 

Tue.  July  23 
Anderson  7:30  - 9:30 
WestBarn 

Hesketh  9:30  - 10:30 
West  Barn 

Takemitsu  7:30  - 9:30 
East  Barn 
Mason  7:30  - 9:00 
Hawthorne  it  2 

Friday  July  26 
Hesketh  7:30  - 9:30 
EastBarn 

Reich  7:30  - 9:30 
WestBarn 

Takemitsu  9:30-10:30 
WestBarn 


PROGRAM  III 

Wednesday  July  24 
Ligeti  3:30  - 6:30 
ChMusHall 

Vivier  3:30  - 6:30 
Maple  RehHall 
Benjamin  3:30  - 6:30 
WestBarn 

Friday  July  26 

Ligeti  2:00  - 4:00 

ChMusHall 

Kagel  2:00  - 4:00 

WestBarn 

Vivier  4:00  - 6:00 
WestBarn 


Program  II 

Tuesday  July  23 
BErio  7:30  - 8i45 
ChMusHall 

Loevendie  9:00  - 10:30 
ChMusHall 

Friday  July  26 
Golijov  8:30  - 10:30 
EastBarn 


FIFTH  WEEK 
July  22  - 28 


FESTIVAL  OF  CONTEMPORARY  MUSIC  CONCERT  I - SATURDAY  AUGUST  10  at  2:00  P.M.  - OCH 


Anderson  Khorovod 

Vln-Kuder 

Vln-Huebl 

Vla-Voldins 

Vlc-Jortner 

Bas-Wheelock 

Fl/Picc-Skitch 

Ob-Gustaf son 

Cl-Bell 

Bsn/ CBsn-Sharp 
Hrn-Garrett 
Trp-Still 
Trb-Nova 

Perc-Ferrandiz-Carrillo 

Perc-Sharkey 

Cond-Asbury 

Varese  Offrandes 
1st  Vln-Voutchkova 
Yalcin 
Busiu 
Koo 

DUPadilla 
2nd  vln-Foster 
Hansen 
Riego 
Nishino 
Vla-Greenbaum 
Vla-Teng 
Vla-Brown 
Vla-Reynolds 
Vlc-Muller-Szeraws 
Vlc-Zelkowicz 
Bas-Larson 
Bas-Howey 
Fl-Amos 
Picc-Skitch 
Ob-McCullough 
Cl-Bell 
Bsn-Lozano 
Hrn-Mayhew 
Trp-Flegg 
Trb-Vermette 
Hrp-Sato 
Per-Atkatz 
Perc-Millstein 
Perc- Ferrandiz-Carrillo 
Perc-Sharkey 
Perc-  Strauss 
Perc-Pereira 
Sop-Pelletier 
Cond-Spano 


Takemitsu  Archipelago  S 

Vln-Blumberg 

Vln-Shih 

Vla-Kuber t 

Vla-Holzemer 

Vlc-Tzavaras 

Vlc-Carrington 

Bas-Grillo 

Fl/AFl-Amos 

Ob/Obd ' amore-Schaefer 

Cl-Bepko 

Cl-Mclntosh 

Bsn-Moses 

Hrn-Kimel 

Hrn-Montone 

Trp-Prentice 

Trb-Valls  Martin 

Trb-Nova 

Hrp-Muzzolini 

Cel-Kim 

Perc-Atkatz 

Perc-Millstein 

Cond-Spano 

Reich  Tehillim 

Vln-Nelius 

Vln-Franken 

Vln-Grams 

Vln-Furuta 

Vla-Brown 

Vla-Kubert 

Vlc-Carrington 

Vlc-Jortner 

Bas-Grillo 

Picc-Amos 

Fl-Skitch 

Ob-Schaef er 

EH-Gustaf son 

Cl-Bell 

Cl-Mclntosh 

Perc-Atkatz 

Perc-Ferrandiz-Carrillo 

Perc-Millstein 

Perc-Pereira 

Perc-Sharkey 

Perc-Strauss 

Kybd-Aznavoorian 

Kybd-Kim 

Kybd-B j erken 

Kybd-Schneider 

Sop-Cobb 

Sop-Brown 

Sop-Benson 

Alto-Maniaci 

Cond-DeLeeuw 


MORE  OF  PROGRAM  I ON  NEXT  PAGE 


FESTIVAL  OF  CONTEMPORARY  MUSIC 
PROGRAM  I CONTINUED 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  IV 
MONDAY  AUGUST  12  at  8; 30  pm 


Hesketh  Theatrum 

Vln-Allen 

Vla-Teng 

Vlc-Hochscheid 

Bas-Jiang 

Fl/Picc-Skitch 

Ob-McCul lough 

Cl-Bepko 

Cl-Mclntosh 

Hrp-Sato 

Pno / cel /hp si-Go Ids te  in 

Pere-Ferrandiz-Carrillo 

Perc-Atkatz 

Perc-Sharkey 

Cond-Asbury 


Ustvolskaya  Trio  - Mr.  DeLeeuw 
Vln-Barcham-St evens 
Cl-Bepko 
Pno-Niskala 

Takemitsu  Quartet  - Mr.  Serkin 

Vln-Neal 

Vlc-Hochscheid 

Cl-Bell 

Pno-Kim 

Kurtag  Trio  - Mr.  Kalish 

Vla-Lee 

Cl-Fingland 

Pno-Goldstein 


Mason  New  work  - Mr.  Purvis 

Hrn-Christensen 

Hrn-Garrett 

Hrn-Hoops 

Hrn-Kimel 

Hrn-Mayhew 

Hrn-Montone 

Trb-VallsMartin 

Trb-Nova 

Trb-Vermette 


Rands  in  the  receding  mist  - Mr.  Smirnoff 

Vln-Buciu 

Vla-Voldins 

Vlc-Zelkowicz 

FI- Amos 

Hrp-Sato 

Berio  Notturno 
Sausalito  Quartet 


i 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  II  - SUNDAY  AUGUST  II  at  10  a.m.  - OCH 


Loevendie  Six  Turkish  Folkpoems  - Mr.  Purvis 


Vln-0 ' Boyle 

Vlc-Kobayashi 

Fl-Hansen 

Cl-Elbaz 

Hrp-Muzzolini 

Pno-Goodyear 

Perc-Millstein 

Sop-Gratland 

Berio  Folksongs  - Mr.  Bral 

Vla-Foster 

Vlc-Haman 

Fl/Picc-Rowe 

Cl-Fingland 

Hrp-Muzzolini 

Perc-Pereira 

Perc-Strauss 

Vc-Jonsdottir 

Szymanovsky  Slopiewne  - Mr.  DeLeeuw 

Vln-Neal 

Vln-DAPadilla 

Vla-Hsu 

Vla-Lindeskov 

Vlc-Harran 

Bas-Rohwer 

Fl-Lynch 

Ob-Schweigert 

Cl-Vivier 

Bsn-Lee 

Hrn-Hoops 

Pno-Yampolsky 

Sop-Gruber 


Golijov  Yiddish  Ruakh  - Mr.  Asbury 

Trio  I 

Vln-Cherry 

Vla-Schaad 

Vlc-Mackenzie 

Trio  II 

Vln-Guirao 

Vla-Lee 

Vlc-Thompson 

Trio  III 

Vln-Kim 

Vla-Foster 

Vlc-Riggs 

Cl-Elbaz 

Hrn-Hoops 

Hrn-Christensen 

Pno-Aznavoorian 

Mackey  Indigenous  Instruments  - Mr. 

Vln-Kipper 

Vlc-Stomberg 

Fl/AFl-Lynch 

Cl-Vivier 

Pno-Schneider 


Janacek  Rikadla  - Mr.  DeLeeuw 

Bas-DeRamus 

Fl-Rowe 

Fl/ocarina-Hansen 

Cl-  Bepko 

Cl-  . Bell 

Bsn-Quint 

Basn/CBsn-Lee 

Pno-Bjerken 

Vc-Slovacek 

Vc-Benson 

Vc-Patterson 

Vc-Maniac i 

Vc-Norman 

Vl-McMillan 

Vc-Huf fman 

Vc-Kulish 

Vc-Gurvich 


Fischer 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  III  - SUNDAY  AUGUST  11  at  8:30  p.m.  - OCH 


Benjamin  Three  Inventions  for  Chamber  Orchestra 


Vln-Allen 

Vln-Zaharako 

Vln/Vla-DAPadilla 

Vla-Hsu 

Vla-Lindeskov 

Vlc-Harran 

Vlc-Mackenzie 

Bas-Larson 

Bas-Howey 

Fl/picc-Hansen 

Fl/AFl-Skitch 

Ob/EH-Stimson 

Cl-Elbaz 

Cl/BCl-Vivier 

Cl/CBCl-McIntosh 

Bsn/ CBsn-Quint 

Hrn-Christensen 

Hrn-Hoops 

Trp/Fluge 1-Prentice 

Trp/picctrpt-Still 

Trb-Vermette 

Pno/ cel=Tomslinson 

Hrnp-Muzzolini 

Perc-Sharkey 

Per c-Fer rand iz-Carrillo 

Cond-Spano 


Ligeti  Piano  Concerto  - Mr. 

Solo-Corner 

Vln-Neal 

Vln-Voutchkova 

Vla-Kubert 

Vlc-Riggs 

Bas-DeRamus 

Fl-Amos 

Ob-Schweigert 

Cl-Elbaz 

Bsn-Lee 

Hrn-Kimel 

Trp-Finamore 

Trb-VallsMartin 

Perc-Strauss 

Perc-Pereira 


Asbury 


Vivier  Zipangu  - Mr.  DeLeeuw 

Vln-Cherry 

Vln-Guirao 

Vl-Nelius 

Vln-Franken 

Vln-Riego 

Vln-Kim 

Vln-Grams 

Vla-Teng 

Vla-Brown 

Vla-Schaad 

Vlc-Stomberg 

Vlc-Carrington 

Bas-Rowher 


Kagel  Orchestraion-straat  - Mr.  Deteeuw 

Vln-Barcham-S  tevens 

Vln-Kipper 

Vla-Greenbaum 

Vla-Holzemer 

Vlc-Hochscheid 

Vlc-Thompson 

Bas-Grillo 

Bas-DeRamus 

Fl-Lynch 

Fl-Rowe 

Cl-Vivier 

Cl-Bepko 

Altosax-Donaher 

Trp-W  ight 

Trp-Flegg 

Tba-Montgomery 

Tba-Manning 

Perc-Millstein 

Perc-Atkatz 

Accor d-Dokt or ski 

Pno-Niskala 


SIXTH  WEEK 

July  29  - August  4 


TANCLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


MONDAY  29 

TUESDAY  30 

WEDNESDAY  31 

THURSDAY  1 

FRIDAY  2 

SATURDAY  3 

8:45  - 10:15 
Chamber  Music 
Section  B,  L 

8:45  - 10:15 
Chamber  Music 
Section  A,  G,  H,  M 

8:45  - 10:15 
Chamber  Music 
Section  B,  L 

8:45  - 10:15 
Chamber  Music 
Section  C 

8:45  - 10:15 
Chamber  Music 
Section  A,  F,  I 

10:45  = 12:15  ' 

Chamber  Music 
Section  D 

10:45  - 1:45 
FCM  Prog.  Ill,  IV 
.(see  separate 
schedule) 

10:45  - 12:15 
Chamber  Music 
Section  D 

10:45  - 1:15 
TMCO  F-I 11 
Mr.  DeLeeuw 
OCH 

10:45  - 1:15 
TMCO  F- IV 
Mr . DeLeeuw 
OCH 

10:45  - 1:15 
TMCO  F-V 
Mr.  DeLeeuw 
OCH 

2:00  - 6:00 

FCM  Program  I,  II 

(see  separate  schedule) 

1:30  - 4:00 
TMCO  F-I 

1:30  - 4:00 
TMCO  F-I I 

2:00  - 6:00 
ECH  Program  I,  II 

2:00  - 6:00 

FCM  Program  III,  IV 

7:30  - 11:00 

FCM  Program  III,  IV 

(see  separate  schedule) 

Mr.  DeLeeuw 
OCH 

MR.  DeLeeuw 
OCH 

(see  separate  sched.' 

(see  separate  Schec 

^ SUNDAY  4 

4:30  - 6:00 
Chamber  Music 
Section  E , M 

4:30  - 6:00 
Chamber  Music 
Section  E,  L 

2:00  - 3:45 
Chamber  Music 
Section  H,  J 

2:00  - 3:45 
Chamber  Music 
Section  I,  J,  K 

10:00 

Chamber  Concert  VII 
OCH 

7:30  - 11:00 
FCM  Prog.  I,  II 
(See  separate 
schedule) 

8:00 

Peter  Grimes 
Mr.  Ozawa 
Theatre 

7:30  - 11:00 
FCM  Prog.  I,  II 
(see  separate 
schedule) 

7:30  - 9:30 
Chamber  Music 
Section  K 

7:30  - 11:00 
FCM  Prog.  Ill,  IV 
(see  separate 
schedule) 

7:30  - 11:00 
FCM  Prog.  I,  II 
(see  separate 
schedule) 

2:00  - 4:00 

FCM  Program  III,  IV 

(see  separate  schedule) 

4:15  - 6:00 

FCM  Program  I , II 

(see  separate  schedule) 

8:00  - 10:30 
TMCO  TOP-I 
Mr.  Fleisher 
Shed 

TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Conducting 


MONDAY  29 


10:00  - 12:00 
Class 
Mr . Spano 
Seranak 

(quintet  at  11: 
Beethoven  // 3) 


1:30  - A: 00 
TMCO  F-I 
Mr.  DeLeeuw 
0CH 


TUESDAY  30 


2:00  - A: 00 
Class 
Mr.  Spano 
Seranak 


WEDNESDAY  31 


10:00  - 12:00 
Class 
Mr.  Spano 
Seranak 


THURSDAY  1 


10 : A5  -1:15 
TMCO  F-IV 
Mr.  DeLeeuw 
OCH 


1:30  - 4:00 
TMCO  F-I I I 
Mr . DeLeeuw 
OCH 


4:30  - 6:00 
Solfege 
Mr.  Voisin 
MH  5 


1 


i 


SIXTH  WEEK 

July  29  - August  4 


FRIDAY  2 


10:45  - 1:15 
TMCO  F-V 
Mr.  DeLeeuw 
OCH 


SATURDAY  3 


10:45  - 1:15 
TMCO  F-V I 
Mr.  DeLeeuw 
OCH 


2:00  - 4:00 
Class 
Mr . Spano 
(no  quintet) 
Seranak 

4:30  - 6:30 
Solfege 
'Mr.  Voisin 
MH  5 


SUNDAY  4 


i 10:00 

Chamber  Concert  VII 
| OCH 

8:00  - 10:30 
TMCO  TOP- I 
Shed 


( 


TANCTF.WOOD  MUSIC  CENTER 
Fellowship  Program 
Composition 


SIXTH  WEEK 

July  29  - August  4 


MONDAY  29  TUESDAY  30  WEDNESDAY  31  thursday  1 FRIDAY  2 SATURDAY  3 


awaiting  Mr.  Rands  return  on  Wednesday 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SECTION  A Tuesday  & Saturday 
8:45  - 10:15  am 

Mr.  Epstein  RehStage 

Crumb  Music  for  a Summer  Evening 

Pno-Kim 

Pno-Goodyear 

Perc-Strauss 

Perc-Atkatz  For  perf.  Aug.  18  pm 

Mr.  Levine  MH  8 
Dvorak  Piano  Trio 
Vl-Neal 
Vlc-Haman 

Pno-Yampolsky  For  perf.  Aug.  18  am 

Mr.  Kalish  Hawthorne  #2 

Schoenberg  Ode  to  Napoleon 

Vln-Cherry 

Vln-Yalcin 

Vla-Brown 

Vlc-Thompson 

Pno-Niskala 

Vc-Guttry  For  perf.  Aug.  18  am 

Mr.  Hillyer  MH  7 
Beethoven  Op.  74 
Vln-Nishino 
Vln-Grams 

Vla-Hus  For  perf.  pre-BSO 

Vlc-Stomberg  Aug.  18 


SECTION  B Monday  & Thursday 
8:45  - 10:15  am 

Mr.  Krosnick  MH  10 

Schubert  Quintet 

Vln-Kuder 

Vln-Koo 

Vla-Teng 

Vlc-Muller-Szeraws 

Vlc-Zelkowicz  For  perf.  Aug.  4 

Mr.  Kalish  RehStage 
Bartok  Sonata 
Perc-Pereira 
Perc-Sharkey 
Pno-Bjerken 

Pno-Yampolsky  For  perf.  Aug.  6 

Mr . Wyner  Highwood  Ivory 
Roren  Piano  Trio 
Fl-Skitch 
Vlc-Kobayashi 

Pno-Goodyear  For  perf.  Aug.  6 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  70  #2 
Vln-Buciu 
Vlc-Thompson 
Pno-Schneider 


SIXTH  WEEK 
July  29  - Aug.  4 

MORE  SECTION  B Monday  & Thursday 
8:45  - 10:15  am 

Mr.  Levine  HGS 

Brahms  Clarinet  Quintet 

Vln-Barcham-St evens 

Vln-Franken 

Vla-Schaad 

Vlc-Mackenzie 

Cl-Vivier  For  perf.  Aug.  6 

Mr.  Kelleher  OCH 

Kalogeras  Entrata 

Vln-Cherry 

Vln-Yalc in 

Vla-Greenbaum 

Vlc-Riggs 

Bas-DeRamus 

Fl/picc-Amos 

Ob/EH-Stimson 

Cl-Elbaz 

Bsn-Sharp 

Hrn-Montone 

Trp-Finamore 

Trb-Vermette 

Perc-Strauss 

Perc-Millstein 

Hrp-Sato 

Pno/cel-Niskala  For  perf.  Aug.  6 

Mr.  Smith  Maple  (till  9:45  only  on  Thursday) 

Hindemith  Septet 

Fl-Rowe 

Ob-Gustaf son 

Cl-Fingland 

BCl-McIntosh  For  perf.  Aug.  6 

Bsn-Lozano  6 pm 

Hrn-Hoops  Manor  House  Porch 

Trp-Still 


SECTION  C Friday 

8:45  - 10:15  am 

Mr.  Wyner  Studio  L 
Tanz  & Maissel 
Vln-Allen 
Vlc-Haman 
Cl-Fingland 

Pno-Goldstein  For  perf.  Aug.  6 

Mr.  Fischer  MH  10 
Schoenberg  Verklarte  Nacht 
Vln-Kuder 
Vln-Foster 
Vla-Greenbaum 
Vla-Voldins 
Vlc-Carrington 
Vlc-Riggs 


For  perf.  pre-BSO 
Aug.  18 


For  perf.  Aug.  18  pm 


MORE  SECTION  C 

8:45 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SIXTH  WEEK 
July  29  - Aug.  4 


. Friday 
10:15  am 


MORE  SECTION  D Monday  & Wednesday 
10:45  - 12:15 


Mr.  Fleisher  FCH  3 
Beethoven  Op.  59  #1 
Vln-Koo 
Vln-Hansen 
Vla-Lee 

Vlc-Hochscheid 

Mr.  Levine  MH  11 
Haydn  Op.  76  //I 
Vl-Zaharako 
Vln-Kim 
Vla-Reynolds 
Vlc-Kobayashi  For  perf.  Aug.  18  am 

Mr.  Jennings  FCH  2 

Schumann  Piano  Quintet 

Vln-Riego 

Vln-Nelius 

Vla-Lindeskov 

Vlc-Muller-Szeraws 

Pno-Aznavoorian  For  perf.  Aug.  6 

Mr.  Purvis  RehStage 

Poulenc  Bal  Masque 

Vln-0 ' Boyle 

Vlc-Tzavaras 

Ob-Schweigert 

Cl-Bepko 

Bsn-Moses 

Trp-Finamore 

Perc-Atkatz 

Pno-Schneider 

Vc-Salters  For  perf.  Aug.  19 

Mr.  Hillyer  MH  A 

Schubert  Death  & the  Maiden 

Vln-DAPadilla 

Vln-Furuta 

Vla-Holzemer 

Vlc-Zelkowicz 


SECTION  D Monday  & Wednesday 
10:45  - 12:15 

Mr.  Serkin  FCH  2 
Takemitsu  Quattrain 
Vln-Neal 
Vlc-Hochscheid 
Cl-Bell 

Pno-Kim  For  perf.  Aug.  12 


Mr.  MacCourt  HGS 

Stravinsky  Octet 

Fl-Lynch 

Cl-Fingland 

Bsn-Sharp 

Bsn-Lee 

Trp-Wright 

Trp-?rentice 

Trb-Nova 

Trb-Thornton  For  perf.  Aug.  6 

Mr.  Wvner  Maple 

Vaughan  Williams  On  Wenlock  Edge 

Vln-Allen 

Vln-Yalcin 

Vla-Voldins 

Vlc-Riggs 

Pno-S  towe 

Vc-Do’nerty  For  perf.  Aug.  6 

Mr.  Asbury  OCH  Mon;  RehStageWed 

Chen  56  Times 

Vln-DUPadilla 

Vlc-S  tomberg 

Fl/picc-Skitch 

Cl-Vivier 

Hrp-Sato 

Perc-Ferrandiz-Carrillo 

Vibes-Millstein 

Sop-Patterson  For  perf.  Aug.  4 

Mr.  Krosnick  MH  A 
Beethoven  Archduke  Trio 
Vln-Kipper 
Vlc-Mackenzie 

Pno-Tomlinson  For  perf.  Aug.  18 

Mr.  Kalish  MH  4 
Rachmaninoff  Suite  Op.  17 
Pno-Goldstein 

Pno-Schneider  For  perf.  Aug.  6 

Mr.  Hillyer  MH  10 

Mozart  K.  593 

Vln-0 ' Boyle 

Vln-Tomonaga 

Vla-Lindeskov 

Vla-Schaad 

Vlc-Jortner 


For  perf.  pre-BSO 
Aug . 1 7 


Mr.  Lehner  Highwood  Ivory 
Bartok  Quartet  #4 
Vln-Voutchkova 
Vln-Blumberg 
Vla-Holzemer 
Vlc-Car ring ton 


For  perf.  Aug.  18  am 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SIXTH  WEEK 
July  29  - Aug.  4 


SECTION  E Monday  & Wednesday 
4:30  - 6:00 

Mr.  MacCourt  HGS 
Prokofiev  Quintet 


Vln-Hansen 
Vla-Foster 
Bas-Wheelock 
Ob-Gustaf son 
Cl-Bepko 

For  perf. 

Aug . 6 

Mr.  Wyner  MH  8 
Brahms  Horn  Trio 
Vln-Guirao 
Hrn-Garrett 
Pno-Goodyear 

For  perf. 

Aug.  6 

Mr.  Jennings  FCH  2 
Beethoven  Op.  1 #3 

Vln-Shih 

Vlc-Harran 

Pno=Kim 

For  perf. 
Aug.  17 

pre-BSO 

Mr.  Serkin  MH  4 
Stravinsky  Concerto 

Pno-Niskala 

Pno-Bjerken  For  perf.  Aug.  18  pm 

Mr.  Purvis  WestBarn 

Reim  SWZ 

Vln-Foster 

Vln-Nishino 

Vla-Lindeskov 

Vlc-Kobayashi 

Bas-Rohwer 

Picc-Amos 

Fl-Skitch 

Ob-Schaef er 

Cl-Bell 

BCl-McIntosh 

Hrn-Hoops 

Trp-Flegg 

BTrb-Thornton 

Perc-Pereira 

Perc-Atkatz  For  perf.  Aug.  4 


SECTION  F Saturday 

8:45  - 10:15  am 

Mr.  Barker  Maple 
Bass  Class 
ALL  BASSES 


SECTION  G Tuesday 

8:45  - 10:15 

Mr.  MacCourt  HGS 

Villa  Lobos  Quintet 

Fl-Skitch 

Ob-S  timson 

Cl-Bell 

Bsn-Sharp 

Hrn-Christensen  For  perf.  Aug.  6 


SECTION  H Tuesday  8:45  - 10:15  am 
Thursday  2:00  - 3:45 

Mr.  Smith  Maple 

DeFalla  Concerto 

Vln-Foster 

Vlc-Car ring ton 

Fl-Amos 

Ob-McCullough 

Cl-Bapko 

Pno-Aznavoorian  For  perf.  Aug.  4 


SECTION  I Friday  2:00  - 3:45 

Saturday  8:45  - 10:15  am 

Mr.  Henegar  MH  A 

Reinecke  Octet 

Fl-Amos 

Ob-Stimson 

Cl-Bell 

Cl-Elbaz 

Bs-Moses  For  perf.  Aug.  6 

Bsn-Sharp  6 pm 

Hrn-Christensen  Manor  House  Porch 

Hrn-Montone 


SECTION  J Thursday  & Friday 
2:00  - 3:45 

Mr.  Hillyer  MH  10 

Bartok  Quartet  to  be  determined 

Vln-Allen 

Vln-Guirao 

Vla-Reynolds 

Vlc-Harran 


SECTION  K Thursday  7:30  - 9:30 
Friday  2:00  - 3:45 

Mr.  Jennings  HSArt  Thu;  MH  8 Fri 
Beavers  Sonata 


Vln-Cherry 

Pno-Yampolsky 


For  perf.  Aug.  18 


' 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SIXTH  WEEK 
July  29  - Aug.  4 


SECTION  L Monday  and  Thursday 
8:45  - 10:15  am 
Wednesday  4:30  - 6:00 


SECTION  M Monday  4:30  - 6:00 

Tuesday  8:45  - 10:15  am 


Mr.  Fischer  MH  7 

Schubert  Trout  Quintet 

Vln-Kipper 

Vla-Voldins 

Vlc-Tzavaras 

Bas-Gr illo 

Pno-Goldstein  For  perf.  Aug.  6 


Mr.  Voisin  Maple  Mon.;  OCH  Tue. 
Stravinsky  L'Histoire 


Vln-Huebl 

Bas-Jiang 

Cl-Fingland 

Bsn-Lee 

Trp-Wright 

Trb-Vermette 

Perc-Millstein 


For  perf.  Aug. 


Mr.  Lehner  MH  A 
Beethoven  Op.  133 
Vln-Neal 
Vln-Allen 
Vla-Kubert 

Vlc-Jortner  For  perf.  Aug.  4 

REAPPEARING  FOR  PERFORMANCE  AUGUST  18 

Poulenc  Trio 
Ob-McCullough 
Bsn-Quint 
Pno-Aznavoorian 


ZURICH  TRIO 

Monday  - 2:00  - 4:00  - Haydn  - Kalish  - FCH  1 

Tuesday  - 11:00  - 1:00  - Mendelssohn  - Krosnick  - Highwood  Ivory 
Wednesday  - 2:00  - 4:00  - Brahms  2nd  & 3rd  mvts.  - Fleisher  - FCH  3 
Thursday  - 11:00  - 1:00  - Mendelssohn  - Fischer  - Highwood  Ivory 

SAUSALITO  QUARTET 

Monday  - 2:00  - 4:00  - Beethoven  Op.  132  - Fischer  - FCH  2 
Tuesday  - 11:00  - 1:00  - Beethoven  - Fischer  - FCH  2 
Wednesday  - 2:00  - 4:00  - Shostakovitch  13  - Jennings  - FCH  2 


- 


RUNTHROUGHS  FOR  CHAMBER  CONCERT  SUNDAY  AUGUST  4 


Program  order: 

Kalogeras 

DeFalla 

Reim 

Beethoven  Op.  133 
Schubert 

scheduled  rehearsal  Thursday  8:15  am 
Friday  4:00  - 4:45 
Saturday  8:45  - 10:00  am 
Saturday  7:45  - 8:15  pm 
Saturday  8:30  - 9:15  pm 


Kalogeras 

DeFalla 

Schubert 

Reim 

Beethoven 


(Atkatz,  Flegg  go  late  to  Berio  on  Sat.) 


TANGLEWOOD  MUSIC  CENTER 
Festival  of  Contemporary  Music 


SIXTH  WEEK 

July  29  - August  4 


Program  I 
Mon.  July  29 
Reich  7 : 30-9 : 30 
OCH 

Hesketh  9:45-10:45 
Maple 

Wed.  July  31 
Takemitsu  7:30-8:30 
WestBarn 

Hesketh  8:45-10:00 
WEstBarn 

MasonlO : 00-1 1 : 00 
EastBarn 

Thu.  Aug.  1 
Anderson  2:00-4:00 
WestBarn 

Takemitsu  4:30-6:00 
WestBarn 

Fri.  Aug.  2 
Varese  7:30-9:00 
WestBarn 

Sat.  Aug.  3 

Anderson  2:00-3:45 

WestBarn 

Reich  4:00-6:00 

WestBarn 

Mason  4:00-6:00 

East  Barn 

Sun . Aug . 4 
Varese  4:15-6:00 
WestBarn 


Program  II 
Mon.  July  29 
Szymanovsky  9:45=10:45 
Maple 

Wed.  July  31 
Golijov  7:30-8:30 
EastBarn 

Loevendie  8:45-9:45 
EastBarn 

Thu.  Aug.  1 
Loevendie  2:00-4:00 
RehStage 

Mackey  2:00-4:00 
Hiwood  Ivory 
Janacek  4:30-6:00 
OCH 

Golijov  4:30-6:00 
RehStage 

Fri.  Aug.  2 
Szymanovsky  7:30-9:00 
EastBarn 

Sat.  Aug.  3 
Mackey  2:00-3:45 
MH  A 

Berio  2:00-3:45 
ChMusHall 

Sun.  Aug.  4 
Janacek  4:15-6:00 
EastBarn 


TANGLEWOOD  MUSIC  CENTER 
Festival  of  Contemporary  Music 


SIXTH  WEEK 

July  29  - August  4 


PROGRAM  III 

PROGRAM  IV 

Tue.  July  30 

Tue.  July  30 

Vivier  10;45  - 12:15 

Rands  .'10:43  - 12:45 

Maple 

RehStage 

Benjamin  10:45  - 12:15 

Kurtag  10:45  - 11:45 

OCH 

FCH  1 

Ustvolskaya  12:45  - 1:45 

Thu.  Aug.  1 
Ligeti  8:00-10:00  pm 

MH  A 

WestBarn  (percs  set  up  at  7:30) 

Thu.  Aug.  1 

Ustvolskaya  7:30-8:30 

Fri.  Aug.  2 

Hiwood  Ivory 

Kagel' 2: 00-3: 45 

Kurtag  7:30-8:30 

WestBarn 

FCH  1 

Vivier  4:00-6:00 

Rands  8:45-9:45 

Maple 

Benjamin  4:00-6:00 

Maple 

WestBarn 

Sat.  Aug.  3 

Sat.  Aug.  3 
Kagel  7:30-9:30 
WestBarn 

Kurtag  7:30-8:30 
FCH  1 

Sun.  Aug.  4 

• 

Ligeti  2:00-4:00  (percs  set  up  at  ] 
WestBarn 

L : 30) 

I 


SEVENTH  WEEK 
August  5-11 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


MONDAY  5 

TUESDAY  6 

8:45  - 10:30 
Chamber  Music 
Section  C 

9:30  - 12:30 
TMCO  T0P-(Dl 

8:45  - 10:45 

Mr.  Ozawa,  Mr. 

FCM  Programs 

Fleisher 

(see  separate 

Shed 

schedule) 

12:30  - 1:00 
Fanfare  rehearsals 
All  horns,  trumpets, 
trombones,  tuba, 
percussion 
Mr.  Vo is in 
Shed 

11:00  - 2:00 
TMCO/BSO  TOP  III 
Mr.  Ozawa,  Mr. 

Fleisher 

Shed 

1:00  - 1: 
TMC  Photo 
ALL  MEMBERS 
Lawn  OCH 

2:00 

T.O.P. 

1:30  - 7:30 
Chamber  Dress 
rehearsals 
(see  separate 
schedule) 
OCH/Theatre 

2:00  - 3:30 
Chamber  Music 

8:30 

TMCO/BSO  TOP 
Gala  Concert 
Shed 

Section  C 

4:00  - 6:00 
Chamber  Music 
Section  G 

7:30  - 11:30 
FCM  Program  I,  II 
(see  separate 
schedule) 


WEDNESDAY 


8:45  - 10:15 
Chamber  Music 
Section  A 

10:45  - 1:15 
TMCO  F-VI 
Mr . DeLeeuw 
OCH 


1:45  - 4:00 
FCM  Programs 
(see  separate 
schedule) 


THURSDAY  8 

FRIDAY  9 

SATURDAY  10 

8:45  - 10:15 

8:45  - 10:15 

8:45  - 10:15 

j Chamber  Music 

Chamber  Music 

Chamber  Music 

(Section  B 

Section  B,  D,  F 

Section  A,  D,  E 

10:45  - 1:15 
'TMCO  F-VI I 

10:45  - 1:15 
TMCO  F-VI II 

10:45  -1:00 
FCM  Program  I Dress 
continued 

Mr.  DeLeeuw 

Mr.  DeLeeuw 

OCH 

OCH 

2:00 

FCM  Program  I 
OCH 

1:45  - 6:30 
FCM  Programs 
(see  separate 
schedule) 

1:45  - 3:45 
FCM  Programs 
(See  separate 
schedule) 

5:00  - 8:00 
FCM  Program  II  Dress 
(see  separate  schedule 
OCH 

l 

11:00 

* 

f FCM  Program 


OCH 


i 4 : 15  - 6:30 
iFCM  Programs 
! (See  separate 
schedule) 

7:30  - 11:30 
j FCM  Program 
; (see  separate 
: schedule) 


'7:30  - 11:30 
FCM  Program 
( see  separate 
schedule) 


4:00  - 6:30 
FCM  Programs 
(See  separate 
schedule) 

7:15  - 10:15 
FCM  Program  I 
Dress  reh. 

OCH 


Sunday  1 1 


10:00 

FCM  Program  II 
OCH 

2:00  - 5:00 
FCM  Program  III  Dress 
(see  separate  schedule) 
OCH 


8:30 

FCM  Program  III 
OCH 


MONDAY  5 


9:30  - 12:30 
TMCO  TOP-II 
Mr.  Ozawa,  Mr. 

Fleisher 

Shed 


1:30  - 1:  15 
TMCO  Photo 
ALL  MEMBERS 
Lawn  of  OCH 


2:00  - 4:00 
Class 

(Sibelius  #7 
quintet  at  3) 
Mr . Spano 
Seranak 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Conducting 


SEVENTH  WEEK 
August  5-11 


TUESDAY  6 


10:00  - 2:00 
BSO/TOP-III 
Mr.  Ozawa,  Mr. 
Fleisher,  Mr. 
Williams,  Mr. 
Lockhart 
Shed 


WEDNESDAY  7 


10:45  - 1:15 
TMCO  F-VI 
Mr . DeLeeuw 
OCH 


2:00 

T-O-P 


|8:30 
j BSO/TOP 
j Gala  Concert 
Shed 


2:00  - 4:00 
Class 

(Sibelius  //7) 
Mr.  Spano 
Seranak 


THURSDAY  8 


10:45  - 1:15 
TMCO  F-VI I 
Mr.  DeLeeuw 
OCH 


2:00  - 4:00 
Class 

(Sibelius  #7) 
Mr.  Spano 
i Seranak 

8:30 

FCM  Program 
! OCH 


FRIDAY  9 


10:45  - 1:15 
TMCO  F-VIII 
Mr.  DeLeeuw 
OCH 


2:00  - 4:00 
Class 

(Boheme  III- 
quintet  at  3) 
Mr.  Spano 
Serenak 


SATURDAY  10 


2:00 

FCM  Program  I 
OCH 

11:00 

FCM  Program 
OCH 


SUNDAY  1 1 


10:00 

FCM  Program  II 
OCH 

8:30 

FCM  Program  III 
OCH 


I 


{ 


I 


- 


TANCEEWOOD  MUSIC  CENTER 
Fellowship  Program 
Composition 


SEVENTH  WEEK 
Aug.  5-11 


MONDAY  5 

TUESDAY  6 

WEDNESDAY  7 

THURSDAY  8 [FRIDAY  9 

SATURDAY  10 

1:30  - 3:30 
Seminar 
MR.  Perle 
Hawthorne  //2 

1:30  - 3:30 
Seminar 
Mr . Wernick 
Hawthorne  // 2 

I 

1 

1 

i 

i 

i 


l 

i 

j 

i 

< 

' 

I 

i 


i 


TANGLEWOOD  MUSIC  CENTER 
Festival  of  Contemporary  Music 


SEVENTH  WEEK 
Aug .5-11 


Program  I 
Mon.  5th 

Anderson  7:30-8:30 
WestBarn 

Hesketh  8:30-9:30 
WestBarn 

Varese  9:45-10:45 
WestBarn 

Tue.  6th 

Masom8:45- 10:45 
OCH 

Wed.  7th 

Mason  2:00-3:30 

Theatre 

Reich  3:00-4:15 
OCH 

Ligeti  4:30-5:45 
OCH 

Takemitsu  6:00-7:00 
OCH 

Varese  7 : 30-8 : 30 
WestBarn 

Thu.  8th 

Reich  2:00-3:30 

OCH 

Anderson  5:30-6:30 
WestBarn 

Fri.  9th 

Mason  3:30-5:00 

OCH 


DRESS  REHEARSAL 


Friday  8/9 

7 

15-7:45 

Anderson 

8 

00-8:30 

Hesketh 

8 

45-9:15 

Varese 

9 

30-10:15 

Takemitsu 

Saturday  8/10 
10:45-12:00  Reich 
12:00-1:15  Mason 


Program  II 
Mon.  5th 

Loevendie  7:30-9:00 
EastBarn 

Golijov  9:30-10:30 
EastBarn 

Wed.  7th 

Berio  3:45-4:45 

RehStage 

Fri.  9th 

Loevendie  1:45-3:00 
WestBarn 

Szymanovsky  2:00-3:00 

ChMusHall 

Janacek  3:00-4:30 

WestBarn 

Berio  4:30-6:00 

WestBarn 

Golijov  5:00-6:00 
ChMusHall 


DRESS  REHEARSAL 

Sat.  8/10 
5:00-5:30 
5:30-6:00 
6:00-6:30 
6:30-7:00 
7:00-7:15 
7:15-8:00 


Mackey 

Loevendie 

Berio 

Golijov 

Szymanovski 

3anacek 


TANGLEWOOD  MUSIC  CENTER 

Festival  of  Contemporary  Music  SEVENTH  WEEK 

Aug.  5-11 


Program  III 

WEd.  Aug.  7 
Vivier  7:30-9:00 
EastBarn 

Benjamin  9:00-10:00 
WestBarn 

Thu.  Aug.  8th 
Vivier  3:45-4:45 
OCH 

Benjamin  4:00-5:00 
WestBarn 

Ligeti  4:00  - 5:15 

RehStage 

Kagel  5:00-6:30 

OCH 


DRESS  REHEARSAL 

Sunday  August  11 

2:00-2:30  Bemjamin 
2:30-3:15  Ligeti 

3:15-4:00  Vivier 

4:00-5:00  Kagel 


Program  IV 
Tue.  6th 

Kurtag  9:45-10:45  AM 
FCH  1 

WEd.  7th 

Kurtag  2:00-3:00 
FCH1 

Rands  3:45-5:15 
Maple ' ' ! 

Takemitsu  4:00-5:15 
FCH2  . 

Rands  9:00-10:00  PM 
Maple 

Takemitsu  9:00-10:00  PM 
FCH  2 

Ustvolskaya  9:00-10:00  PM 
Hawthorne  it 2 

Thu.  8th 
Rands  1 : 45-6 : 30 
Maple  h .] 

Kurtag  2:00-3:00 
FCH  1 

Ustvolskaya  3:15-4:45 
Hawthorne  it 2 
Takemitsu  3:45-4:45 
FCH  2 

Fri.  9th 

Kurtag  3:30-4:30 
FCH1 

Takemitsu  4:30-6:00 
FCH2 

Rands  4:30-6:00 
Maple 

Ustvolskaya  4:30-6:00 
Hawthorne  #2 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SEVENTH  WEEK 
August  5-11 


SECTION  A Wednesday  & Saturday 
8:45  - 10:15 

M_r.  Lehner  MH  A Mr.  Wolfe  Studio  L 

Bartok  Quartet  #4  Schuller  Bass  Quartet 

Vln-Voutchkova  Bas-DeRamus 

Vln-Blumberg  Bas-Rohwer 

Vla-Holzemer  Bas-Grillo 

Vlc-Carrington  For  perf.  Aug.  18  am  Bas-Wheelock 


Mr.  Epstein  RehStage 

Crumb  Music  for  a Summer  Evening 

Pno-Kim 

Pnl-Goodyear 

Perc-Strauss 

Perc-Atkatz  For  perf.  Aug.  18  pm 

Mr.  Levine  MH  8 
Dvorak  Piano  Trio 
Vln-Neal 
Vic -Hama n 

Pno-Yampolsky  For  perf.  Aug.  18  pm 

Mr.  Kalish  Maple 

Schoenberg  Ode  to  Napoleon 

Vln-Cherry 

Vln-Yalcin 

Vla-Brown 

Vlc-Zelkowicz 

Pno-Niskala 

Vc-Guttry  For  perf.  Aug.  18  am 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  59  #1 
Vin-Koo 
Vln-Hansen 
Vla-Lee 

Vlc-Hochscheid  For  perf.  Aug.  17 

Mr.  Hillyer  MH  10 
Bartok  quartet 
Vln- Allen 
Vln-Guirao 
Vla-Reynolds 
Vlc-Harran 

Mr.  Svoboda  MH  7 
Poulenc  Trio 
Ob-McCul lough 
Bsn-Quint 

Pno-Aznavoorian  For  perf.  Aug.  18 

Mr.  Jennings  MH  11 

Quartet  to  be  decided 

Vln-Foster 

Vln-Tomonaga 

Vla-Foster 

Vlc-Riggs 


SECTION  B Thursday  & Friday 
8:45  - 10:15 

Mr.  Fischer  Studio  L 

Schonberg  Verklarte  Nacht 

Vln-Kuder 

Vln-Foster 

Vla-Greenbaum 

Vla-Voldins 

Vlc-Carrington 

Vlc-Riggs  For  perf.  Aug.  18  pm 

Mr.  Serkin  MH  4 
Stravinsky  Concerto 
Pno-Niskala 

Pno-Bjerken  For  perf.  Aug.  18  pm 

Mr.  Levine  MH  10 
Haydn  Op.  76  //I 
Vln-Zaharako 
Vln-Kim 
Vla-Reynolds 

Vlc-Kobayashi  For  perf.  Aug.  18  am 

Mr.  Jennings  MH  8 
Beethoven  Op.  1 #3 
Vln-Shih 
Vlc-Harran 

Pno-Kim  For  perf.  Aug.  17 

Mr.  Hillyer  MH  11 
Beethoven  Op.  74 
VlnONishino 
Vln-Grams 
Vla-Hsu 

Vlc-Stomberg  For  perf.  Aug.  18 

Mr.  Purvis  RehStage 
Poulenc  Bal  BMasque 
Vln-0' Boyle 
Vlc-Tzavaras 
Ob-Schweigert 
Cl-Bepko 
Bsn-Moses 
Trp-Finamore 
Perc-Atkatz 
Pnl-Schneider 
Vc-Salters 


For  perf.  Aug.  19 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


SEVENTH  WEEK 
Aug .5-11 


MORE  SECTION  B Thursday  & Friday 
8:45  - 10:15 


Mr.  Wyner  Maple 

Bach  Cantata  No.  56 

Vln-Huebl 

Vln-Franken 

Vla-Schaad 

Vlc-Muller-Szeraws 

Bas-Rohwer 

Ob-McCullough 

Ob-Gustaf son 

EH-Schaef er 

Hpsi-Aznavoorian 

Vc-Salters 

Mr.  Lehner  MH  A 

Brahms  Op.  88 

Vln-Barcham-St evens 

Vln-Riego 

Vla-Kubert 

Vla-Lindeskov 

Vlc-Hochscheid 


For  perf.  Aug.  19 


SECTION  C Monday  2:00  - 3:30 

Tuesday  8:45  - 10:15 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  70  #2 
Vln-Buciu 
Vlc-Thompson 

Pno-Schneider  For  perf.  Aug.  18 

Mr.  Hillyer  MH  10 

Schubert  Death  & the  Maiden 

Vln-DAPa'dilla 

Vln-Furuta 

Vla-Holzemer 

Vlc-Zelkowicz 

Mr.  Jennings  MH  8 
Beavers  Sonata 
Vln-Cherry 

Pno-Yampolsky  For  perf.  Aug.  18 

Mr.  Wyner  Studio  L 

Wyner  Passover  Offering 

Vlc-Harran 

Fl-Amos 

Cl-Elbaz 

Trb-Vermette 

Mr.  Barker  Maple 
Bass  Class 


SECTION  D On  vacation 


SECTION  E Saturday  8:45  - 10:15 

Mr.  MacCourt  HGS 

Devienne  OP.  73  No.  3 

Vln-Guirao 

Vla-Schaad 

Vlc-Haman 

Bsn-Quint 


SECTION  F Friday  8:45  - 10:15 

Mr.  MacCourt  HGS 

Schubert  Octet 

Vln-Nelius 

Vln-DUPadilla 

Vla-Teng 

lc-Jortner 

Bas-Howey 

Cl-Fingland 

Bsn-Lozano 

Hrn-Mayhew 


SECTION  G Monday  4:00  - 6:00 

Wednesday  8:45  - 10:15 

Mr.  Krosnick  FCH  2 
Beethoven  Archduke  Trio 
Vln-Kipper 
Vlc-Mackenzie 

Pno-Tomlinson  For  perf.  Aug.  18 


SAUSALIT0  QUARTET  BOTH  IN  HIGHW00D  IVORY 

Thu.  11:00  - 1:00  - Shbstakovich  - Jenning 
Friday  11:00  - 1:)0  - Haydn  -Fischer 


ZURICH  TRIO  BOTH  IN  FCH  2 


Fri.  11:00 
Sat.  11:00 


1:00  = Beeth.  Ghost  Trio  - 

Jennings 

1:00  - Mendelssohn  - Fischer 


ALL  BASSES 


STRING  SEATINGS  FOR  TANGLEWOOD  ON  PARADE  - Tuesday  August  6 


First  violins 

Violas 

Bar cham-St evens 
Allen 

Schaad 

Lmdeskov 

O' Boyle 
Grams 

Foster 

Voldins 

Nellius 

Hansen 

Reynolds 

Hsu 

DAPadilla 

Koo 

Holzemer 

Brown 

Zaharako 

Cherry 

Ruber t 
Teng 

Shih 

Kuder 

Greenbaum 

Lee 

Foster 

DUPadilla 

Cellos 


Second  violins 

Kobayashi 

Mackenzie 

Riego 

Blumberg 

Carrington 

Haman 

Tomonaga 

Nishino 

Muller-Szeraws 

Stomberg 

Yalcin 

Kipper 

Tzavaras 

Harran 

Guirao 

Voutchkova 

Zelkowicz 

Thompson 

Huebl 

Buciu 

Riggs 

Hochscheid 

Kim 

Franken 

Jortner 

Furuta 

Neal 

Basses 

Kustanovich 

Jiang 

Larson 

Rohwer 

DeRamus 

Grillo 

Wheelock 

Howey 

Murray 


MIND,  BRASS  AND  PERCUSSION  SEATINGS  FOR  TANCLEWOOD  ON  PARADE  - August  6 


Tchaikovsky  1812 

Respighi  Pines 

Flutes 

Amos 

Rowe 

Hansen 

Amos 

Picc 

Skitch 

Lynch 

Oboes 

McCullough 

Schweigert 

Stimson 

Gus  taf son 

EH 

Schaefer 

Stimson 

Clarinets 

Elbaz 

Bell 

Fingland 

Bepko 

Bass 

McIntosh 

Bassoons 

Lozano 

Lee 

Sharp 

Quint 

Contra 

Moses 

Horns 

Mon tone 

Kimel 

Hoops 

Mayhew 

Christensen 

Hoops 

Mayhew 

Garrett 

Horn  1 offstage 

Christensen 

Horn  2 offstage 

Montone 

Trumpets 

Flegg 

Wright 

Wright 

Flegg 

Finamore 

Trp  1 offstage 

Still 

Trp  2 offstage 

Prentice 

Cornet 

Finamore 

Prentice 

Trombones 

VallsMartin 

Vermette 

Nova 

Nova 

Thornton 

Thornton 

Trb  1 offstage 
Trb  2 offstage 

VallsMartin 

Tuba 

Montgomery 

Montgomery 

Timpani 

Pereira 

Atkatz 

Strauss 

Millstein 

Millstein 

Strauss 

Atkatz 

Ferrandiz-Carrillo 

Sharkey 

Sharkey 

Ferrandiz-Carrillo 

Pereira 

Harp 


Sato 


FESTIVAL  OF  CONTEMPORARY  MUSIC  CONCERT  I - SATURDAY  AUGUST  10  at  2:00  P.M.  - OCH 


4nderson  Khorovod 
/vTn-Kuder 
/Vln-Huebl 
✓ Vla-Voldins 
/Vlc-Jortner 
/ Bas-Wheelock 
/Fl/Picc-Skitch 
Ob-Gustaf son 
Cl-Bell 

Bsn/ CBsn-Sharp 
Hrn-Garrett 
Trp-Still 
Trb-Nova 

Perc-Ferrandiz-Carrillo 

Perc-Sharkey 

Cond-Asbury 

Varese  Offrandes 
1st  Vln-Voutchkova 
Yalcin 
Busiu 
Koo 

DUPadilla 
2nd  vln-Foster 
Hansen 
Riego 
Nishino 
Vla-Greenbaum 
Vla-Teng 
Vla-Brown 
Vla-Reynolds 
Vlc-Muller-Szeraws 
Vlc-Zelkowicz 
Bas-Larson 
Bas-Howey 
Fl-Amos 
Picc-Skitch 
Ob-McCul lough 
Cl-Bell 
Bsn-Lozano 
Hrn-Mayhew 
Trp-Flegg 
Trb-Vermette 
Hrp-Sato 
Per-Atkatz 
Perc-Millstein 
Perc- Ferrandiz-Carrillo 
Perc-Sharkey 
Perc-  Strauss 
Perc-Pereira 
Sop-Pelletier 
Cond-Spano 


Takemitsu  Archipelago  S 
N-  Vln-B  lumber  g>/ 

Vln-Shih 
^-Vla-Kuber  t‘y 
' Vla-Holzemer  / 
XVlc-Tzavaras  / 

Vic -Car  ring  ton/ 

\ Bas-Grillo  y 
NFl/AFl-Amos  ^ 

' Ob/Obd  ’ amore-Schaef  er 
' Cl-Bepko  / 

Nci-Mclntosh  ' 

\Bsn-Moses 
"Mlrn-Kimel 
MIrn-Montone 
''■Trp-Pr  entice 
'''Trb-Valls  Martin 
^~Trb-Nova  ^ 

Sv-Hrp-Muzzolini 
'Cel-Kim 
Perc-Atkatz 
Perc-Millstein 
Cond-Spano 


Reich  Tehillim 

Vlft-Nelius 

Vln-Franken 

Vln-Grams 

Vln-Furuta 

Vla-Brown 

Vla-Kubert 

Vlc-Carrington 

Vlc-Jortner 

Bas-Grillo 

Picc-Amos 

Fl-Skitch 

Ob-Schaef er 

EH-Gustaf son 

Cl-Bell 

Cl-Mclntosh 

Perc-Atkatz 

Perc-Ferrandiz-Carrillo 

Perc-Millstein 

Perc-Pereira 

Perc-Sharkey 

Perc-Strauss 

Kybd-Aznavoorian 

Kybd-Kim 

Kybd-Bj  erken 

Kybd-Schneider 

Sop-Cobb 

Sop-Brown 

Sop-Benson 

Alto-Maniaci 

Cond-DeLeeuw 


MORE  OF  PROGRAM  I ON  NEXT  PAGE 


' 


FESTIVAL  OF  CONTEMPORARY  MUSIC 
PROGRAM  I CONTINUED 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  IV 
MONDAY  AUGUST  12  at  8; 30  pm 


Hesketh  Theatrum 

Vln-Allen 

Vla-Teng 

Vlc-Hochscheid 

Bas-Jiang 

Fl/Picc-Skitch 

Ob-McCullough 

Cl-Bepko 

Cl-Mclntosh 

Hrp-Sato 

Pno/cel/hpsi-Goldstein 

Pere-Ferrandiz-Carrillo 

Perc-Atkatz 

Perc-Sharkey 

Cond-Asbury 

Mason  New  work  - Mr.  Purvis 

Hrn-Christensen 

Hrn-Garrett 

Hrn-Hoops 

Hrn-Kimel 

Hrn-Mayhew 

Hrn-Montone 

Trb-VallsMartin 

Trb-Nova 

Trb-Vermette 


Ustvolskaya  Trio  - Mr.  DeLeeuw 
Vln-Barcham-St evens 
Cl-Bepko 
Pno-Niskala 

Takemitsu  Quartet  - Mr.  Serkin 

Vln-Neal 

Vlc-Hochscheid 

Cl-Bell 

Pno-Kim 

Kurtag  Trio  - Mr.  Kalish 

Vla-Lee 

Cl-Fingland 

Pno-Goldstein 

Rands  in  the  receding  mist  - Mr. 

Vln-Buciu 

Vla-Voldins 

Vlc-Zelkowicz  ^ 

Fl-Amos 

Hrp-Sato 

Berio  Notturno 
Sausalito  Quartet 


Smirnoff 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  II  - SUNDAY  AUGUST  11  at  10  a.m.  - OCH 


Loevendie  Six  Turkish  Folkpoems  - Mr.  Purvis 
Vln-0' Boyle 
/^lc-Kobayashi 
/Fl-Hansen 
/Cl-Elbaz 
/'llrp-Muzzolini 
/Pno-Goodyear 
/Perc-Millstein 
/Sop-Gratland 

Berio  Folksongs  - Mr.  Bral 
Vla-Foster  • 

Vlc-Haman  * 

Fl/Picc-Rowe  - 
Cl-Fingland  « 

Hrp-Muzzolini * 

P6rc-Pereira 
Perc-Strauss  • 

Vc-Jonsdottir  * 

Szymanovsky  Slopiewne  - Mr.  DeLeeuw 

Vln-Neal 

Vln-DAPadilla 

Vla-Hsu 

Vla-Lindeskov 

Vlc-Harran 

Bas-Rohwer 

Fl-Lynch 

Ob-Schweigert 

Cl-Vivier 

Bsn-Lee 

Hrn-Hoops 

Pno-Yampolsky 

Sop-Gruber 

Janacek  Rikadla  - Mr.  DeLeeuw 

Bas-DeRamus 

FI -Rowe 

Fl/ocarina-Hansen 

Cl-  Bepko 

Cl-:.  Bell 

Bsn-Quint 

Basn/ CBsn-Lee 

Pno-Bj  erken 

Vc-Slovacek 

Vc-Benson 

Vc-Patterson 

Vc-Maniac i 

Vc -Norman 

Vl-McMillan 

Vc-Huf fman 

Vc-Kulish 

Vc-Gurvich 


Golijov  Yiddish  Ruakh  - Mr.  Asbury 

Trio  I 

Vln-Cherry 

Vla-Schaad 

Vlc-Mackenzie 

Trio  II 

Vln-Guirao 

Vla-Lee 

Vlc-Thompson 

Trio  III 

Vln-Kim 

Vla-Foster 

Vlc-Riggs 

Cl-Elbaz 

Hrn-Hoops 

Hrn-Christensen 

Pno-Aznavoorian 

Mackey  Indigenous  Instruments  - Mr.  Fischer 

Vln-Kipper 

Vlc-Stomberg 

Fl/AFl-Lynch 

Cl-Vivier 

Pno-Schneider 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PROGRAM  III  - SUNDAY  AUGUST  11  at  8:30  p.m.  - OCH 


Benjamin  Three  Inventions  for  Chambe 

Vln-Allen 

Vln-Zaharako 

Vln/Vla-DAPadilla 

Vla-Hsu 

Vla-Lindeskov 

Vlc-Harran 

Vlc-Mackenzie 

Bas-Larson 

Bas-Howey 

FI/ picc-Hansen 

Fl/AFl-Skitch 

Ob/EH-Stimson 

Cl-Elbaz 

Cl/BCl-Vivier 

Cl/ CBCl-McIntosh 

Bsn/CBsn-Quint 

Hrn-Christensen 

Hrn-Hoops 

Trp/Fluge 1-Prentice 

Trp/picctrpt-Still 

Trb-Vermette 

Pno/ cel=Tomslinson 

Hrnp-Muzzolini 

Perc-Sharkey 

Perc-Ferrandiz-Carrillo 

Cond-Spano 


Orchestra 


Ligeti  Piano  Concerto  - Mr. 
Solo-Corner 
Vln-Neal 
Vln-Voutchkova 
Vla-Kubert 
• Vlc-Riggs 
Bas-DeRamus 
• Fl-Amos 
Ob-Schweigert 
Cl-Elbaz 
Bsn-Lee 
Hrn-Kimel 
Trp-Finamore 
Trb-VallsMartin 
Perc-Strauss 
Perc-Pereira 


Asbury 


Vivier  Zipangu  - Mr.  DeLeeuw 

Vln-Cherry 

Vln-Guirao 

Vl-Nelius 

Vln-Franken 

Vln-Riego 

Vln-Kim 

Vln-Grams 

Vla-Teng 

Vla-Brown 

Vla-Schaad 

Vlc-Stomberg 

Vlc-Car ring ton 

Bas-Rowher 


Kagel  Orchestraion-straat  - Mr.  Deteeuw 

Vln-Bar cham-S  tevens 

Vln-Kipper 

Vla-Greenbaum 

Vla-Holzemer 

Vlc-Hochscheid 

Vlc-Thompson 

Bas-Grillo 

Bas-DeRamus 

Fl-Lynch 

Fl-Rowe 

Cl-Vivier 

Cl-Bepko 

Altosax-Donaher 

Trp-W  ight 

Trp-Flegg 

Tba-Montgomery 

Tba-Manning 

Perc-Millstein 

Perc-Atkatz 

Accor d-Doktor ski 

Pno-Niskala 


TANCLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


EIGHTH  WEEK 
Aug.  12-18 


MONDAY  1 2 

TUESDAY  13 

WEDNESDAY  14 

THURSDAY  15 

FRIDAY  16 

SATURDAY  17 

9:30  - 12:30 

9:30  - 12:30 

TMCO  F-IX 

TMCO  F-X 

F 

10:00  - 12:30 

10:00  - 12:00 

10:00  - 12:30 

Mr.  DeLeeuw 

Mr.  DeLeeuw 

TMCO  G-I 

Chamber  Music 

TMCO  G-III 

OCH 

OCH 

R 

Mr.  Haitink 

Section  B,  E 

Mr.  Haitink  & 

OCH 

Cond . Fellows 

E 

OCH 

E 

1:30  - 3:30 

1:30  - 5:30 

• 

1:30  - 3:30 

1:30  - 3:30 

Chamber  Music 

FCM  Program  IV 

Chamber  Music 

TMCO  G-I I 

Section  B,  E 

Dress  reh. 

Section  A 

Mr.  Haitink  & 

(See  separate 
schedule) 

OCH 

D 

A 

1:30  - 3:30 
Percussion 
Masterclass 

Cond . Fellows 
Shed 

4:00  - 6:00 
Chamber  Music 
Section  C,  H,  G 

1:30  - 3:30 

1:30  - 3:30 

A 

Mr.  Prommel 
RehStage 

Chamber  Music 

Chamber  Music 

Y 

SUNDAY  18 

Section  D,  F 

Section  A 

3:45  - 5:45 

4:00  - 6:00 
Chamber  Music 
Section  E,  G 

Brass  Reading 
Session 
All  horns, 
trumpets , 

4:00  - 6:00 
Chamber  Music 
Section  D,  H 

10:00 

Chamber  Concert 
OCH 

VIII 

trombones,  tuba 

8:30 

FCM  Program  IV 
OCH 

8:30 

TMCO  Concert  F 
Mr . DeLeeuw 
OCH 

Mr.  Voisin 
Maple 

4:00  - 6:00 
Chamber  Music 
Section  C 

8:30 

Chamber  Concert 
OCH 

IX 

7:30  - 9:30 
Masterclasses 
Bsn-Mr.  Ranti 
MHS  202 

Trp-Mr.  Schlueter 

. . . 

MHS  208 

) 

TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Conducting 


EIGHTH  WEEK 
Aug.  12-18 


MONDAY  12 

TUESDAY  13 

WEDNESDAY  14 

THURSDAY  15 

FRIDAY  1 6 

SATURDAY  1 7 

9:30  - 12:30 

9:30  - 12:30 

TMCO  F-IX 

TMCO  F-X 

10:00  - 12:30 

10:00  - 12:00 

10:00  - 12:30 

Mr.  DeLeeuw 

Mr . DeLeeuw 

TMCO  G-I 

Class 

TMCO  G-I I I 

OCH 

OCH 

Mr.  Haitink 

Mr.  Spano 

Mr.  Haitink  & 

OCH 

Seranak 

Cond .Fellows 

(Boheme) 

OCH 

1:30  - 3:30 

1:30  - 3:30 

1:30  - 3:30 

1:30  - 3:30 

Class 

Class 

Class 

TMCO  G-I I 

Mr . Spano 

Mr.  Spano 

Mr.  Spano 

Mr.  Haitink  & 

Seranak 

Seranak 

Seranak 

Cond . Fellows 

(Boheme) 

(Boheme) 

(Boheme) 

Shed 

4:00  - 6:00 

4:00  - 6:00 

SUNDAY  18 

Solf ege 

Solfege 

Mr.  Voisin 

Mr.  Voisin 

MH  5 

MH  5 

10:00 

Chamber  Concert  VI 

8:30 

8:30 

OCH 

FCM  Program  IV 

TMCO  Concert  F 

OCH 

Mr . DeLeeuw 

OCH 

8:30 

Chamber  Concert  IX 

) 

OCH 

TANGLEWOOD  MUSIC  CENTER 

Fellowship  Program  EIGHTH  WEEK 

Composition  Aug.  12  - 18 


MONDAY  12 

TUESDAY  13 

WEDNESDAY  14 

thursday  15 

FRIDAY  16 

SATURDAY  1 7 

1:30  - 3:30 
Seminar 
Mr.  Loevendie 
Hawthorne  it  2 

10:30  - 12:30 
Composing  for  the 
Mandolin 
Mr.  Marinos 
Hawthorne  It 2 

1:30  - 3:30 
Seminar 
Software 
Demonstration 
Hawthorne  It 2 

TANGLEWOOD  MUSIC  CENTER 

Fellowship  Program  EIGHTH  WEEK 

Chamber  Music  Aug.  12-18 

SECTION  A Tuesday  & Thursday 
1:30  - 3:30 


Mr.  Lehner  MH  A 
Bartok  Quartet  #4 
Vln-Voutchkova 
Vln-Blumber t 
Vla-Holzemer 

Vlc-Carrington  For  perf.  Aug.  18  am 

Mr.  Levine  MH  7 
Dvorak  Piano  Trio 
Vln-Neal 
Vlc-Haman 

Pno-Yampolsky  For  perf.  Aug.  18  am 

Mr.  Kalish  Maple 
Schoenberg  Ode  to  Napoleon 


Vln-Cherry 

Vln-Yalcin 

Via- Brown 

Vlc-Thompson 

Pno-Niskala 

Vc-Guttry 

For  perf.  Aug.  18  am 

Mr.  Hillyer  MH  10 
Beethoven  Op.  74 

Vln-Nishino 

Vln-Grams 

Vla-Hsu 

Vlc-Stomberg 

For  perf.  pre-BSO 
Aug . 1 8 

Mr.  Svoboda  Highwood  Ivory 

Ob-McCullough 

Bsn-Quint 

Pno-Aznavoorian 

For  perf.  Aug.  18  pm 

Mr.  Fischer  FCH  2 
Bolcom  Sonata,  3rd 

movement 

Vln-Zaharako 

Pno-Kim  For  perf.  Aug.  18  am 

Mr.  Jennings  MH  11 
REading  quartet 
Vln-Foster  ' I 
Vln-Tomonaga 
Vla-Foster 
Vlc-Riggs 

Mr.  Wolfe  Studio  L 

Schuller  Bass  Quartet 

Bass-DeRamus 

Bass-Rohwer 

Bass-Grillo 

Bass-Wheelock 


Mr.  MacCourt  HGS 

Schubert  Octet 

Vln-Nelius 

Vln-DUPadilla 

Vla-Teng 

Vlc-Jor tner 

Bas-Howey 

Cl-Fingland 

Bsn-Lozano 

Hrn-Mayhew 

Mr . Wyner  MH  13 

Wvner  Passover  Offering 

Vlc-Harran 

Fl-Amos 

Cl-Elbaz 

Trb-Vermette 

Mr.  Smith  ChMusHall 

Varese  Octandre 

Bas-Larson 

Fl-Hansen 

Ob-Schweigert 

Cl-Bepko 

Bsn-Lee 

Hrn-Kimel 

Trp-Wright 

Trb-Nova 


SECTION  B Friday  10:00  - 12:00 
Saturday  1:30  - 3:30 

Mr.  MacCourt  HGS 

Villa  Lobos  Quintet 

Fl-Skitch 

Ob-Stimson 

Cl-Bell 

Bsn-Sharp 

Hrn-Christensen  For  perf.  Aug.  18  pm 

Mr.  Fischer  MH  10 

Schoenberg  Verklarte  Nacht 

Vln-Kuder 

Vln-Foster 

Vla-Greenbaum 

Vla-Voldins 

Vlc-Carrington 

Vlc-Riggs  For  perf.  Aug.  18  pm 

Mr.  Serkin  MH  4 
Stravinsky  Concerto 
Pno-Niskala 
Pno-Bjerken 


For  perf.  Aug.  18  pm 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


EIGHTH  WEEK 
Aug.  12-18 


SECTION  B CONTINUED  Friday  10:00  - 12:00 

Saturday  1:30  - 3:30 

Mr.  Kalish  FCH  1 
Beethoven  Archduke  Trio 
Vln-Kipper 
Vlc-Mackenzie 

Pno-Tomlinson  For  perf.  Aug.  18  pm 

Mr.  Levine  MH  11 
Haydn  Op.  76  #1 
Vln-Zaharako 
Vln-Kim 
Vla-Reynolds 

Vlc-Kobayashi  For  perf.  Aug.  18  am 

Mr.  Jennings  MH  8 
Beethoven  Op.  1 #3 
Vln-Shih 

Vlc-Harran  For  perf.  pre-BSO 

Pno-Kim  Aug.  17 

Mr.  Lehner  MH  A 

Brahms  Op . 88 

Vln-Barcham-St evens 

Vln-Riego 

Vla-Kubert 

Vla-Lindeskov 

Vlc-Hochscheid 

Mr.  Wyner  Maple 

Bach  Cantata  56 

Vln-Huebl 

Vln-Franken 

Vla-Schaad 

Vlc-Muller-Szeraws 

Bass-Rohwer 

Ob-McCul lough 

Ob-Gustaf son 

EH-Schaef er 

Hpsi-Aznavoorian 

Vc-Salters  For  perf.  Aug.  19 


SECTION  C Thursday  & Saturday 
4:00  - 6:00 

Mr.  Jennings  MH  8 
Beavers  Sonata 
Vln-Cherry 

Pno-Yampolsky  For  perf.  Aug.  18  am 

Ms.  Pilot  Ozawa  GreenRm 

Goossens  Suite  Op.  6 

Vln-Tomonaga 

Fl-Skitch 

Hrp-Sato 


SECTION  C CONTINUED  Thursday  & Saturday 

4:00  - 6:00 

Mr.  Lehner  MH  A 

Quartet  to  be  decided 

Vln-Buciu 

Vln-Huebl 

Vla-Teng 

Vlc-Muller-Szeraws 


SECTION  D Monday  1:30  - 3:30 
Friday  4:00  - 6:00 

Mr.  Epstein/Mr.  Kalish  RehStage 

Crumb  Music  for  a Summer  Evening 

Pno-Kim 

Pno-Goodyear 

Perc-Strauss 

Perc-Atkatz  For  perf.  Aug.  18 


SECTION  E Monday  4:00  - 6:00 

Friday  10:00  - 12:00 

Mr.  Fleisher/Mr.  Hillyer  FCH  3 

Beethoven  Op.  59  #1 

Vln-Koo 

Vln-Hansen 

Vla-Lee  For  perf.  pre-BSO 

Vlc-Hochscheid  Aug.  17 


SECTION  F Monday  1:30  - 3:30 

Mr.  Fleisher  FCH  3 
Beethoven  Op.  70  #2 
Vln-Buciu 

Vlc-Thompson  For  perf.  pre-BSO 

Pno-Schneider  Aug.  18 

Mr.  Purvis  HGS 

Mozart  Sextet 

Cl-Vivier 

Cl-Elbaz 

Bsn-Quint 

Bsn-Lozano 

Hrn-Hoops 

Hrn-Christensen 


TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Chamber  Music 


EIGHTH  WEEK 
Aug.  12-18 


SECTION  G Monday  & Saturday 
4:00  - 6:00 

Mr.  Purvis  RehStage 

Poulenc  Bal  Masque 

Vln-0' Boyle 

Vlc-Tzavaras 

Ob-Schweigert 

Cl-Bepko 

Bsn-Moses 

Trp-Finamore 

Perc-Atkatz 

Pno-Schneider 

Vc-Salters  For  perf.  Aug.  19 


SECTION  H Friday  & Saturday 
4:00  - 6:00 

Mr.  Barker  Maple 
Bass  Class 
ALL  BASSES 


ZURICH  TRIO 

Tuesday  10:00  - 12:00  - Beethoven  Op.  70  #1  - Kalish  - FCH  1 
Thursday  10:00  - 12:00  - Ditto  - Fischer  - FCH  2 


DRESS  REHEARSAL  FOR  FCM  PROGRAM  IV  - OCH 
Monday  August  12 


1:30  - 2:20 
2:30  - 3:00 
3:10  - 3:50 
4:00  - 4:45 


Ustvolskaya 

Kurtag 

Takemitsu 

Rands 


SAUSALITO  QUARTET 

Wednesday  1:30  - 3:30  - Bartok  - Lehner  - MH  A 
Friday  1:30  - 3:30  - Bartok  - Lehner  - MH  A 


AUG-12'  96 (MON)  14:14  TANGLEWOOO  MGMT 


6P  638  9342 


P.  001 


I 


RITNTHROI’CHS  FOR  SUNDAY  CHAMBER  MUSIC  CONCERTS  IN  OZAWA  HALL 
Sunday  morning  program  order: 


Haydn  Op . 76  #1 
Bole om  Sonar.a  3rd 
Beavers  Sonata 
Ode  to  Napoleon 
Bartok  Quartet 
Dvorak  Piano  Trio 


movement 


Rehearsals 


Haydn 
Bart:  ok 
Bolcom 
Schoenberg 

Dvorak 

Beavers 


Friday 

12 

: 15 

- 1 

: 00 

Friday 

3: 

45  - 

4: 

20 

Frid ay 

4: 

25  - 

5: 

00 

Friday 

7: 

30  - 

8: 

15  pm 

Friday 

8: 

20  - 

9: 

15  pm 

Saturd 

ay 

8:45 

- 

9: 15 

Sunday  evening  program  order: 

Poulenc  Trio 
Stravinsky 
Beethoven  Archduke 
Poulenc  Bal  Masque 
intermission 
Crumb 

Schoenberg  Verklante  Nacht 
Rehearsals : 

Poulenc  Trio 
Beethoven 
Stravinsky 
Crumb 

Schoenberg 
Poulenc 


Saturday  12:45  - 1:15 
Saturday  5:15  - 6:00 

Saturday  6:15  - 7:00  5 ku5 

Saturday  7:15  - 8:00  pm  S'- 30 

Saturday  8:30  - 9:15 

Sunday  2:10  - 2:45 


RUNTHR0UGHS  FOR  PRE-BSO  CONCERTS  IN  CHAMBER  MUSIC  HALT, 


Saturday  ev 
Op.  1 No.  3 

suing  at  6:30 

Op.  59  No. 

1 

Op.  59  #1 

Friday  8:45  - 9:30  am 

Op.  1 #3 

Saturday  8:45  - 9:30  am 

| 

Sunday  afternoon  at  12:30 

Op.  74 
Op.  70  #2 

Op.  74 

Saturday  12:45  - 1:30 

Op.  70  # 2 

Saturday  5:00  - 5:45 

WIND,  BRASS  AND 

PERCUSSION  SEATINGS 

FOR  TMCO  CONCERT  F - 

TUESDAY  AUGUST  13 

Messiaen 

Ligeti 

Rands 

Sanchez-Gutierrez 

Chronochromie 

Lontano 

Symphony 

new  work 

Flutes 

Rowe  , Eliz 

Lynch,  Hilary 

Skitch,  Todd 

Hansen  , Dionne 

Hansen,  Dionne 

Rowe  + picc,  Eliz 

Amos  + alto,  Lisa 

Lynch  + altyHilary 

Amos,  Lisa 

Amos  + picc,  Lisa 

Rowe  + picc,  Eliz 

Hansen  + alto  Dionne 

Piccolo 

Lynch  , Hilary 

Skitch  , Todd 

Oboes 

Stimson,  Sandy 

Schweigert, Rebecca 

Schaefer  ,Lora 

Gustafson  , Erin 

Schweigert, Rebecca 

Gustafson  .Erin 
McCullough,  Lisa 
Schaefer  + EH,  Lora 

McCullough, Lisa 

Stimson, Sandy 

EH 

McCullough, Lisa 

Stimson,  Sandy 

Clarinets 

Vivier,  Jean-Phi 

Bepko,  Michael 

Bell,  Carey 

Elbaz  , Sarah 

Fingland,  Ben 

Elbaz  , Sarah 

Vivier,  Jean-Ph 

Bell  + BC12,  Carey 

Amanda 

McIntosh  + BC1 

McIntosh  4-  BC1 

Fingland  + CBC1  , Ben 

E-flat 

Bepko  Michael 

Bass 

McIntosh  .Amanda 

McIntosh  .Amanda 

Bassoons 

Sharp,  Laurel 

Quint,  Doug 

Lee  , Vance 

Moses  , Ken 

Moses,  Ken 

Lozano,  Jose 

Sharp,  Laurel 

Lee  , Vance 

Lozano  , Jose 

Lep  , Vance 

Quint  + CBsn  ,.Doug 

CBsn 

Mosejs  , Ken 

Lozano,  Jose 

Horns 

Kimel  , Neil 

Mayhew  , Michael 

Hoops,  Haley 

Montone  , Jennifer 

Christensen  ,Dana 

Hoops,  Haley 

Montone  .Jennifer 

Kimel  , Neil 

Mayhew  .Michael 

Montone  , Jennifer 

Garrett  .Joshua 

Christensen,  Dana 

Hoops  , Haley 

Kimel  .Neil 

Mayhev^  Michael 

Garrett  .Joshua 

Trumpets 

Wright  , Ben 

Finamor g Kevin 

Still .Chris 

FleggMark 

Finamore  .Kevin 

Flegg  Mark 

Wright,  .Ben 

Prentice  .David 

Flegg  , Mark 

Still  .Chris 

Finamore  .Kevin 

D Trp 

Prentice .David 

Trombones 

VallsMartin .Marcoa 

VallsMartin  .Marcos 

Nova  , James 

Vermette  , Jarod 

Vermette  , Jarod 

Vermette  .Jarod 

VallsMartin  , Marcos 

Nov^ James 

Thornton  , Scott 

Thornton  .Scott 

Thornton  .Scott 

Thornton  .Scott 

Tuba 

Montgomery  , Randy 

Montgomery 

Montgomery 

Montgomery 

Timpani 

Strauss,  Matthew 

Percussion 

Atkatz  , Ted 

Atkatz, Ted 

Sharkey,  Michael 

Strauss,  Matthew 

Millstein, Eric 

Ferrandiz-Carrillo 

Pereira,  Joseph 
Millstein  , Eric 
Sharkey  , Michael 

Lorenzo 

Ferrandiz-Carrillo 

Atkatz,  Ted 

Ferrandiz-Carrillo 

.Lorenzo 

Harps 

Muzzelini,  Valerie 
Sato,  Tomoko 

Piano 

Yampolsky , Miri 

Aznavoorian , Marta 

Celesta 

Bjerken ,Xak 

Kim  .Albert 

TANGLEWOOD  MUSIC  CENTER 
Fellowship  Program 
Instrumental 


NINTH  WEEK 
Aug.  19  - 21 


MONDAY  1 9 


TUESDAY  20 


WEDNESDAY  21 


10:00  - 12:30 
TMCO  G-IV 
Mr.  Haitink  & 
Cond . Fellows 
OCH 


10:00  - 12:30 
TMCO  G-V 
Mr.  Haitink  & 
Cond . Fellows 
OCH 


1:30  - 4:00 
TMCO  G-VI 
Mr.  Haitink  & 
Cond . Fellows 
OCH 


10:00  - 12:30 
TMCO  G-VI I 
Mr.  Haitink  & 
Cond . Fellows 
OCH 


1:15  - 2:30 
Whine  & Dine 
Mr.  Kalish 
Lawn  in  front  of 
Carriage  House 
All  invited 


3:30  - 5:30 
Ms.  Pilot 
Group 

OCH  GreenRoom 


7:30  - 9:30 
Masterclasses 
Vlns-Mr.  Lowe 
Maple 

Piccolo-fls . 

Coticone 
MHS  Music 

8:30 

Vocal  Recital 
OCH 


6:30  - 8:30 
Cello  Class 
Mr.  Fischer 
MHS  Art 

7:30  - 9:30 
Masterclasses 
E.H.-Mr.  Sheena 
MHS  202 

Horns-Mr.  Kavalovski 
MHS  205 


8:30 

Sausalito  Quartet 
OCH 


8:30 

TMCO  Concert  G 
Mr.  Haitink  & 
Corid . Fellows 
OCH 


NINTH  WEEK 
Aug.  19-21 


TANGLEWOOD  MUSIC  CENTER 
Fel lowship  Program 
Conducting 


MONDAY  19 

TUESDAY  20 

WEDNESDAY  21 

10:00  - 12:30 

10:00  - 12:30 

10:00  - 12:30 

TMCO  G-IV 

TMCO  G-V 

TMCO  G-VI I 

Mr.  Haitink  & 

Mr.  Haitink  & 

Mr.  Haitink 

Cond . Fellows 

Cond . Fellows 

Cond . Fellows 

OCH 

OCH 

OCH 

2:00  - 4:00 

1:30  - 4:00 

1:30  - 3:30 

Class 

TMCO  G-VI 

C 1 a s s 

Mr.  Haitink 

Mr.  Haitink  & 

Mr.  Spano 

Seranak 

Cond . Fellows 

Seranak 

OCH 

(Tchaik.  Concerto 

Quintet,  Ms.  Park) 

4:30  - 6:00 

4:30  - 6:30 

Solfege 

Class 

Mr.  Voisin 

Mr . Spano 

MH  5 

Seranak 

(Tchaik.  Concerto 

8:30 

Quintet,  Ms. Park) 

TMCO  Concert  G 
Mr.  Haitink  & 
Cond . Fellows 
OCH 

TANGLEWOOD  MUSIC  CENTER 

Fellowship  Program  NINTH  WEEK 

Composition  Aug.  21  - 23 


WIND,  BRASS  AND  PERCUSSION  SEATINGS  FOR  TMCO  CONCERT  G - Wednesday  August  21 


Berg 

Schumann 

Haydn 

Brahms 

Concerto 

Manfred 

#95 

Haydn  Variations 

Flutes 

Hansen  + picc 

Lynch 

Amos 

Skitch 

Amos  + picc 

Rowe 

Lynch 

Piccolo 

Rowe 

Oboes 

McCullough 

Gustafson 

Stimson 

Schaefer 

Schweigert  + EH 

Stimson 

Schweigert 

Gustafson 

Clarinets 

Vivier 

Bepko 

Fingland 

Elbaz 

Fingland 

B 

Bell 

BassCl 

Altosax 

McIntosh 

Bassons 

Moses 

Lozano 

Lee 

Quint 

Quint 

Sharp 

Moses 

Lee 

Contra 

Sntff 

Lozano 

Horns 

Kimel 

Christensen 

Montone 

Hoops 

Mayhew 

Montone 

Kimel 

Christensen 

Garrett 

Kimel 

Mayhew 

- 

Hoops 

Garrett 

Montone 

Trumpets 

Finamore 

Still 

Wright 

Flegg 

Prentice 

Vright 

Flegg 

Finamore 

Still 

Trombones 

VallsMartin 

Nova 

Thornton 

VallsMartin 

Thornton 

Tuba 

Montgomery 

Timpani 

Sharkey 

Strauss 

Millstein 

Ferrandiz-Carrillo 

Percussion 

Ferrandiz-Carrillo 

Atkatz 

Pereira 

Sharkey 

Harp 


Muzzolini 


I anglcwootl  1996  - August  19  - 25 
HSO  Week  8 / TMC  Week  9 
KOUSSEVITZKY  MUSIC  SUED 


Monday Augml  19 

8 00  AM  • I 2 (K)  PM  Ocean  State  Rigging  -Installation  o(  Safetv  I ines  above  Cl  OUI)S 

1 00  PM  - 3.00  PM  CLOUD  Walking  Class  for  Crew 

Chorus  Risers  Lip  for  1 20 

2 00  PM  - 5 00  PM  Prelude  Rehearsal  - Soloist's  Room  • Mr  Genovese,  Mr  Svohods.  Mr  llodgkinson 

Tuesday August  20 

10  30  AM  - 2 00  PM  FILMING  - Conductor's  Room  • Mr  Williams 


2 00  PM  - 5.00  PM  Prelude  Rehearsal  • Soloist's  Room  - Mr  Genovese,  Mr  Svohoda,  Mr  llodgkinson 

Wednesday  August  21 

9.00AM  - 10  00AM  Piano  Rehearsal  - Conductor's  Room  - Mr  Spano  Mr  | <v  in.  Mr  Sheena 

10:00  AM  BSO  Rehearsal  (Blue)  - Mr.  Spano 

PREVIN  "Reflections" 

MOZART  Overture  to  "The  Marriage  of  Figaro,"  K 492 

IIAVDN  Symphony  No  82  in  C.  ” the  Bear" 


LOO  PM -3.00  PM  Piano  Rehearsal  - Mr  Shaw  A TFC  - 7 ' Baldwin  for  this  rehearsal 


Portative  organ  tuning 

4 00  PM  BSO  Rehearsal  - Mr.  Shaw.  Ms  Brewer,  Ms  Simpson.  Mr  Dent,  Mr  Rose. 

Tanglewood  Festival  Chorus 

STRAVINSKY  "Symphony  of  Psalms"  * Note  - No  violins  or  violas  • 

MOZART  Requiem  in  D minor.  K 626 


Thursday August  22 

10:00  AM  BSO  Rehearsal  - Mr  Haitink,  Tanglewood  Festival  Chorus 

RAVEL  "Daphnis  and  Chloi"  (complete) 


Chorus  risers  masked  with  the  Prelude  Screens 


2.00  PM  - 4.00  PM  Piano  Rehearsal  * - Mr  Shaw,  Ms  Brewer,  Ms  Simpson.  Mr  Dent.  Mr  Rose 

* Note  - This  rehearsal  is  in  the  Maple  Rehearsal  Hall  (aka  The  Funny  Shaped  Building) 

3.00  PM  - 4 00  PM  Piano  Rehearsal  - Conductor's  Room  - Mr  Spano.  Mr  Bell 


4:00  PM 


BSO  Rehearsal  (Blue)  - Mr.  Spano,  Mr.  Bell 

BARBER  Violin  Concerto,  Op.  1 4 

PREVIN  "Reflections" 

MOZART  Overture  to  "The  Marriage  of  Figaro,"  K.492 

HAYDN  Symphony  No  82  in  C,  "The  Bear" 


10  00  AM  - 12  30  PM 

I 30  PM  • 3 30  PM 
4 30  PM  - 5 30  PM 
8 30  PM 

10.00  AM  - 12  30  PM 

1 30  PM  - 4 00  PM 
4 30  PM  - 6 30  PM 
8 30  PM 

10  00  AM - 12  30  PM 

2 30  PM 
8 30  PM 


I 00-4  00  PM 


8 30  PM 


HO  5 /-MflX  S 

SEIJI  OZAWA  HALL 

TMCO  Rehearsal  - Mr  Haitink  & Fellows 

Sausilito  Quartet  Rehearsal 

TMC  Vocal  Dress  - Wed  Program 

1 NIC  Vocal  Recital 

TMCO  Rehearsal  - Mr  Haitink.  Fellows 

TMCO  Rehearsal  - Mr  Haitink,  Fellows 

TMC  Vocal  Dress  - Wed  Program 

Sausalito  String  Quartet  Concert 


TMCO  Rehearsal  - Mr  Haitink  & Fellows 


TMC  Vocal  Recital  (Final) 

TMCO  Concert  - Mr.  Haitink 

THE  END  OF  TMC  1996  EVENTS 


Tafelmusik  Baroque  Orchestra  Rehearsal 
Jeanne  Lamon,  Director 


Tafelmusik  Baroque  Orchestra  Recital 
Jeanne  Lamon,  Director 


08/17/96  SUBJECT  TO  CHANOE! 


1 


Tanglovoocl  1996  - August  19-25 
BSO  Week  8 / TMC  Week  9 
KOUSSEVITZKY  MUSIC  SIIEI) 

Friday  August  23 

8 00  AM  • 9.30  AM  Portative  Organ  Tuning 

10:00  AM  BSO  Rehearsal  - Mr.  Shaw,  Ms  Brewer,  Ms  Simpson,  Mr  Dent,  Mr  Rose, 

Tanglewood  Festival  Chorus 

STRAVINSKY  "Symphonv  of  Psalms' 

MOZART  Requiem  in  D minor.  K 626 

Chorus  risers  masked  with  the  Prelude  Screens 
8 30  PM 


Saturday 


10:35  AM  BSO  Open  Rehearsal  - Mr.  Haitink,  Mr.  Ax,  Tanglewood  Feslival  Chorus 

RAVEL  "Daphnis  and  Chlo<"  (complete)  (51) 

MOZART  Piano  Concerto  No  9 in  F-dat,  K 271  (74) 

5.00  PM  - 7.00  PM  Portative  Organ  Tuning 

8:30  PM  BSO  Concert  - Mr.  Shaw,  Ms.  Brewer,  Ms.  Simpson,  Mr.  Dent.  Mr  Rose, 

Tanglewood  Festival  Chorus 

MOZART Requiem  in  D minor,  K 626  (55) 

STRAVINSKY  "Symphony  of  Psalms'  (23) 

Sunday August  25 

2:30  PM  BSO  Concert  - Mr.  Haitink.  Mr.  Ax.  Tanglewood  Feslival  Chorus 

MOZART Piano  Concerto  No.  9 in  F-flat,  K 271  (34) 

RAVEL  'Daphnis  and  Chlo<"  (complete)  (51) 


BSO  Concert  - Mr.  Spano,  Mr  Bell 

MOZART  Overture  to 'The  Marriage  of  Figaro.' K 492  (04) 

BARBER  Violin  Concerto,  Op  14  (25) 

PREVIN  ~ "Reflections'  (12) 

HAYDN  Symphony  No  82  in  C.  “ The  Bear"  (25) 

August  24 


Chorus  risers  down,  POPS  up 


Piano 


Celeste 

Portative  organ 


Steinway  118-  Mr.  Ax  - Mozart  Concerto  No  9 in  F.-Flat,  K27I 
Steinway  1 18  - Mr.  Hodgkinson  - Stravinsky,  "Symphony  of  Psalms' 
Baldwin  SD  - Mr  Rosen  - Stravinsky  - "Symphony  of  Psalms" 
Baldwin  - Mr  Shaw/TFC  Rehearsal  on  Wednesday  8 '2 1 at  1 00  PM 
Baldwin  SF  - Mr.  Hodgkinson  - Barber,  Violin  Concerto,  Op.  14 
Mr.  Rosen  - Ravel  - "Daphnis  and  Chlo<"  (complete) 

Mr.  Christie  - Mozart  - Requiem  in  D minor,  K.626 


SEIJI  OZAWA  HALL 


1 30  PM - 3 30  PM 

Prelude  Rehearsal  - Ms  Lin,  Mr.  Genovese, 
Mr.  Youn^  Mr  Svoboda,  Mr  Hodgkinson. 

6 00  PM 

Prelude  Concert  - Ms  Lin,  Mr  Genovese, 
Mr.  Young  Mr  Svoboda,  Mr  Hodgkinson 

Piano 

Stein  way  CD  296  - Mr.  Hodgkinson  - Prelude 

Harpsichord 

TMC  for  Tafelmisik  - Pilch  A-430  hz 

08/17/96  SUBJECT  TO  CHANGE! 


JUNE/JULY  ’%  TANGLEWOOI)  MUSIC  CENTER-VOCAL  PROGRAM  CALENDER 


SUNDAY 

MONDAY 

TUESDAY 

WEDNESDAY 

THURSDAY 

FRIDAY 

SATURDAY 

23 

9:00a  ALL: 
Registration 

24 

9:00a  ALL: 
Registration 
7:00p  ALL:  Welcome/ 
Gen.  Meeting 

25 

9:30a  ALL:  Group 
Sing 

2:30p  PCMC-Y 

26 

10:00a  PCMC-X 

l2:4Sp  Grimes  cat!  bin  lu 

Boston 

1 :30p  PCMC-Z 

4:  JOp  M(  Sandtrs  (Put  no 

seminar) 

7:00p  Grimes  principals,  Reh 
S>  in pliun > Hall 

27 

10:00a  ALL:  Fogg 
Discussion 
l:30p  PCMC-Y 
Sanders  Seminar 
PG  musical  staff 
meeting 

28 

10:00a  PCMC-X 
4:00p  ALL:  Allelyia 
Rchersal 

8:30p  ALL:  BSCP/ 
Valcntc 

29 

10:00a  PCMC-Z 

30 

1 

10:00a  PCMC-T8A 

2 

10:00a  PCMC 
1 :J0p  PCMC 

3 

10:00a  PCMC 

4 

10:00a  PCMC 
1 : 3- p PC  M( 

4:30  ALL:  MG/KP 
“What  is  Coaching?”  1 

5 

1 B V Piano  Fds  recital 
Bolcom  & Morris  MC 

6 

2:00p  Fellows  Vocal 
recital  1 

8:30p  BSO/von  Slade 

7 

PCS  recital  (?) 

7:00p  PG  Sitzprobe  1 

8 

10:00a  PCMC-Z 
l:30p  PCMC 
2:00p  PG  Sitzprobe  11 
PCS  recital#!  (?) 

9 

Audition  Act  111  La 
Boheme  (4  principles) 
10:30a  PCMC-Z 

10 

10:00a  PCMC-Z 
l:30p  PCMC 

11 

11:30a  PCMC 
5:00p  Bolcom  & 
Morris  /TMC  vocal 
performance 

12 

3:30p  PCS  Recital  #2 
3:30p  ALL:  MG/KP 
"What  is  Coaching?” 

II 

13 

3:30p  PCS  recital  #3 

8:30p  Chanticleer 
concert 

8:30p  Fellows  recital  II 

8:30p:  BSO/ J Norman 

14 

Fellowship  Picnic 

8:30p  Fellows  Vocal 
recital  I 

15 

1 :30p  PCMC 

16 

10:00a  PCMC-Z 
l:30p  PCMC 
Piano  seminar  KG  (?) 

17 

l:30p  PCMC 

18 

10:00a  PCMC-Z 
1 :30p  PCMC 

8:30p  Shi rai/l locll 
recital 

19 

MCShirai  & lioell 

20 

MC  Sliirai  & Hoell 

8:30p  BSO/Swenson, 
Larmorc,  Cole 

21 

22 

10:00a  PCMC-Z 

23 

10:00a  PCMC-X 
Piano  seminar/AS 

24 

10:00a  PCMC-Z 
4:30p  PCS  recital  #4 
8:00p  PG  1 Piano 
Dress 

25 

10:00a  PCMC-Z 
8:00p  PG  I dress 

26 

10:00a  PCMC 
l:30p  PCMC 
4:30p  (Possible)  PCS 
recital  # 5 

27 

PG  11  Dress 
4:30p  (Possible)  PCS 
recital  #5 

8:30p  BSO/  Shaguch, 
Gassive,  Putilin 

28 

8:00p  Peter  Grimes  1 
PERFORMANCE 

29 

4:30  PCS  recital  #6 

30 

10:00a  PCMC(Cast  of 
7/28  performance) 

8:00p  Peter  Grimes  11 
PERFORMANCE 

31 

10:00a  PCMC-Z 
l:30p  KG  Russian 
class  #1 

TMC  VOCAL  PROGRAM 


TIME 

9:30-12:30 

h$3-2.tp- 

r.}o-y.5>° 


2:30-5:00 

2:30-4:30 

3:30-4:30 

3;30-4;30 

3:30-4:30 

2:30-3:30 

3:30-4:30 

4:30-5:30 


w • ^ ~*j  A° 
5:30-6:30 

6:00 


TUESDAY,  JUNE  25,  1996 


PARTICIPANTS 
ALL:  Group  Sing 

REHEARSE 

CC- 

CM  H 

Gress-Luxon 

Coaching 

RlcA" 

Lefebvre-Pelletier 

Coaching 

Reimer-Guttry 

Coaching 

/W 

Stowe-Hogsed 

Coaching 

i°fc 

Zobel-Gurvich,D 

Coaching 

jjU" 

PCMC-Y 

Gress 

PG-X 

Wenaus/HELM. 

ACT  III 

RlcA 

Prologue 

fU^- 

PG-X 

Lefebvre 

F^dL 

PG-X 

Breakout 

'tx  o 

PG-X 

Breakout 

Stowe-Benson 

Coaching 

tot 

Zobel-Slovacek 

Coaching 

CPuJSjJ" 

Bak-Gildon 

.>  * 

CcX-^* — ‘'j 

ic  |. 

Bak-Gratland,  K 

Coaching 

Aoj/aCe/ 

Reimer-Granlund,  R 

Coaching 

Stowe-Brown,  K 

Coaching 

loL 

Zobel-Jonsdottir 

Coaching^ 

Coe 

jOl  . 

Brown-Norm  an 

Coaching 

Faculty  Meeting  chez  Kayo  I 


?JL  — 


r< 


1C  ( 

/4n^* 


j.  c 


WEDNESDAY,  JUNE  26,  1996 


TIME 

PARTICIPANTS 

REHEARSE  U>C 

9-10 

Reimer-Maricle 

/-Uju^XC-' 

io:  OOrtFfD- 

12:30 

PCMC-X 

Brown 

*■  , *< 

fcJUva^  1^* 

10-12 

PG-Y 

Bak/IWAMA 

Act  II 

r;  Mv 

11-12 

PG-Y 

Wenaus 

rci^ 

11-12 

PG-Y 

Breakout 

rVlc£- 

11-12 

PG-Y 

Breakout 

riEc^- 

10-11 

Zobel-Huffman 

Reimer-Moses 

S\tnwp-Maniari 

Coaching 

Coaching 

Coaching 

i [ 

Cio.Qa^f~ 

|Ol 

12:45 

(f^r>  - n j\ 

BUS  TO  BOSTON  ' 

All  Grimes  principals  \ TP*- . 

-=> 

~Bak/LefebvreAVenaus — 

Ross, 

2 pick-ups? 

1:30-4 

PCMC-Z 

Zobel 

c-MH 

7-9:30 

Peter  Grimes  Rehearsal 

SO,  TFC 
PG  casts 
3 pianists 

fcOO_ 

>'2>°  Pc^t^\s 


i 


. 


1 

OOI)  MUSIC  CENTER-VOCAI 

, PROGRAM  CALENDAR 

Wl  l)NI  Sl>  \\ 

THURSDAY 

FRIDAY 

SATURDAY 

1 

2 

3 

10:00a  PCMC(7/30 

1 :30p  K(.  Itussian 

cast) 

class  M2 

3:30p  Kl  Piano 

seminar 

8:30p  Fellows  Vocal 
recital  IV 

8:30p  BSO/Seidcn 

7 

8 

9 

10 

10:00a  I’CMC-Z. 

10:00a  PC  MC  "4" 

1 :30p  Piano  seminar 

1 :00p  KG  Russian  M5 

I:30p  PCMC-X 

Skovlius  Master  ( lass 

1)11 

<Hl|i  M.  1 1 ii  ,. l ,i n 

(?) 

sda  »#-#•*' 

K M II 

ule 

8:30p  Skovlms/.loncs 

tt  ‘T 
FCM 1 * ^ 

8:30p  BSO/Skoslius 

14 

IS 

16 

17 

10:00a  P<  M(  X 

I0:(l(la  P(  INK  “2" 

1 :30p  P(  S recital  M7 

II  :00a  KG  Russian  II 8 

1/6 

1 :3llp  l'(  MC  \ 

1:30  KG  Russian  M7 

4:30p  Piano 
scminar/MG 

4:00p  PCS  recital  MS 

8:30p  BSO/Vancss 

21 

22 

23 

24 

Tanglcwood  Music 
Center  Ends. 

m 

TMCO/llaitink 

8:30p  BSO/Brewer, 
Simpson,  Clement, 
Rose 

28 

29 

30 

31 

THURSDAY,  JUNE  27,  1996 


/ 

^ TIME 


,v 


>1 


Pv 


TBD" 


1:30-2 

~tr^ 

2-2:30 

a# 

Lj-q:>p 

4:30-5 


'V<30 

5-5,30 


PARTICIPANTS 

PG  Musical  Staff  Meeting: 

Curtin,  Luxon,  Kneuss,Ross,  Helmrich 
Ortner,  Garrett,  Iwama,  Paulnack,  Graham, 
Lefebvre,  Wenaus,  Bak,  Corliss,  Spano 


REHEARSE 


Lo^ 


Gress-Luxon-IWAMA 
Stowe-BrownK-PAULNACK 
Zobel-Huffman-SMITH 

Reimer-Moses-GRIFFITHS 
- S towe-M  anracT-PA  U ENA  C K 

- JSC  b_5cn—  — A 

Brown-Zorn-SMITH 

Lefebvre-Pelletier-GRIFFITHS  Coaching 

Zobel-Gurevich,M  - CABRerr 

- /G^>  ~ H 

Reimer-Granlund,R-GRIFFITHS  Coaching 

Bak-  . -GARRETTJ7  Q. 
Brown-Norman-HELMRICH 

<^x-J 

Bak-Gratland,K-GARRETT 


6 A0- 


A 0*? 


5:30-6:30  Reimer-Maricle-GRIFFITHS 

Coaching 

^ Bak-Flynn-HELMRICH 
i «aQ-^CfresS-SalterS-GARRETT 
Stowe— Doherty-IWAMA 
Wenaus-Gronlund,C 


Cp><lc^G-/ 

Coaching 

Coaching 

Coaching 

Coaching 
. » 

Coaching 

-T > 


Coaching 

^ 


Coaching 

Coaching 

1< 

Coaching 

CootckG^j 

Coaching 

Coaching 

Coaching 

Coaching 

y 


\ 


10-11:30 

IX'V 

1:30-4 

12^1 

ALL  Tony  Fogg  Discussion 
Artistic  Administration 

(taj-TY^e^  — 

PCMC-Y  f . 

OstA/^Lrv.1 

Wenaus 

(bocPt 

2-4 

PG-X 

-PAULING  PAucA^^Act  I 

Lefebvre 

no  Prol 

3-4 

PG-X 

Bak 

3-4 

PG-X 

Breakout 

3-4 

PG-X 

Breakout 

C^ja^-r^Jo J 


RKA 

M- 1- 

cmH 

fiM 

fcM- 

rifcA 
vio 
2^3 

-/ 


lO(p 

A-lU 

^ M , 

Au/u-*-' 

a-t 

oU*J~ 

10 1 

cUi“ 
A^t~  , 

lOk 
iol.  . 

?Jhf 


T"60 


~ CWvt^, 


Aef  LL-  .own  , 


PiT3L 


FRIDAY,  JUNE  28,  1996 


TIME 

10  * 
V‘  >>°  - 


PARTICIPANTS 

Gurvich,D-SM£PM 


)^Zobel-( 


H^eimer-Maricle 


I CP1  in  -i  o — Bak-P^tterson-GARRETT 

'‘lo-ll  -?l^-cH3h  -«*»***<*- 

,rt  ,'™  7PCMC-X  , . 



Zobel-Slovacek-SMITH 


10-12:30 
10-1  i 
10-10:30 


REHEARSE 

ucc 

Coaching 

/K^ 

Coaching  /-^ 

- - 

Coaching 

Coaching 

pvle£- 

vflAXl — 


PG-Y 

PG-Y 

PG-Y 


Stowe-Benson-PAULNACK 

Reimer-Moses 


Lefebvre 

PAULNACK 

Wenaus 


( O-l  I 

. Bak-Gratland,  K 

yrv.ao  ‘H““ *v>  7 


Fe-r30=Tl:30 

11:30-12:30 


Zobel-Huffman 


Grace  Griffoy  PAULNACK- 


3;2»o -H'ZD 

T Ir3Q"i2?-^~y  Stowe-Brown,K 


ress-Kulish-fWSSUk 


' *+  Ckrt  V^sTS^nders  Semijnar 


r-  m 


Bak,Brown 
Gress,Zobel 
_ Lefebvre, 

P Cr-S  P-eimer,  Wenaus 

-Cobb-GARRETT 


' V^-^Brown-Martens-PAULNACK 
'aifJ  i 'ic  -^TGress-Griffey  

^•lo^o  Vk-  - P4^s< 


;0^ 


Coaching 

Coaching 

Coaching 

yt  «( 


(U.M> 

A-vf" 


Coaching 

Coaching 

Coaching 

Act  I 
no  prolog 

Breakout 

Breakout 

Coaching 

Coaching 

Coaching 

Coaching 

Coaching 

Coaching 

Coaching 


Coaching 

T6  0 


/U-U/SA-C-  . 

ciL 


oju- 

ArJr  _ 


r=*  'CV>-r.}o 


TVvC 


U ( - Pc 


Lefebvre-Pelletier 
Reimer-Guttry-GRIFFITHS 
Stowe-Schowalter-SMITH 
Zobel-Slovacek 


Coaching  H>  I 
Coaching 
Coaching  p,X2i- 
Coaching  ^ | q 


8:30 


Gress-Bogner-GARRETT  » , 0 

Lefebvre-Osserjfort-SMITH 

Reimer-Wagar-HELMRICH 

Wenaus-Gronlund-GRIFFITHS 

Zobel-Jonsdottiit-IWAMA 


BSCP/Valente 


) 


Coaching  /***/&-£* 
Coaching  10  I 
Coaching  | $ G 
Coaching 
Coaching  A'v.f" 


SATURDAY,  June  29,1996 


TIME  PARTICIPANTS 

- ro 

■9  $0- 10  8X) — Brown-Zorn-SMWfl 

Gress-Salters 
Stowe-Benson 

Wenaus-Howard  — CrAftflig  T r 

Z-oM>rTumu  HELMMCH 


Bak 


10:30-11:30  Brown-Norman 
Gress-Bogner 
Reimei  Gmiber  r « 

Stowe-Hogsed  ' GrRippTTH^  u<^lAxxJr 
Zobel-Gurevich,M-GARRETT  0 

Reimer-Gruber-SMITH  C*r>% 


11:30-12:30  Zobel-Jonsdottir 
Reimer-Wagar 
Gress-Kulish 
Stowe-Doherty 
Brown-Flynn 


3-5  PCS-Groups 

GARRETT/Bak 


Gildon 

Gratland 

Patterson 


l-"b 


HELMRICH/Brown 


GRIFFITHS/Reimer 


SMITH/Zobel 


TWAMA/Greoc 


T 


Norman 

Flynn 

McMillan 

Granlund 

Maricle 

Moses 

Gurvich 

Huffman 

Slovacek 

Kulish 


REHEARSE 


Coaching  lt>fe 
Coaching  yJr 
Coaching 
Coaching 

Coaching  -frfeK 

O M H 

Coaching  IO*» 
Coaching  /A’vt''" 
Coaching 
Coaching 
Coaching 
Coaching  <D  i 

Coaching 
Coaching  du£Jt 
Coaching  AvP 
Coaching  M>aAlx^ 
Coaching 

Coaching 

FilolL 


1 o ^ 


/Co U-4^^ 

| 0(d 


Luxort 

Jackson 

PAULNACK/Stowe  Benson 

Brown 

Maniaci 


5^(0 


TJafi^Jaekson 

Brown-Cobb 

Gress-Griffey 

Reimer-Guttry 

Stowe-Schowalter 

Wenaus-Gronlund.C 

Zobel-Tumer 


r-’h 


Bak-Gildon 

Reimer-Granlund,R 

Zobel-Gurvich 

Gress-Luxon 

"Dgffj>Ull 


lO  l 


Coaching 

Coaching 

Coaching 

Coaching 

Coaching 

Coaching 

Coaching 


IOG 

•>1 0 


Coaching  iol 
Coaching  (={  [<& 

Coaching  ^ o 

Coaching 

Coaahing  t-oty 


g,wp  \Jbcx_ 


SenetiuLer 


AS  OF:  07/01/96 


TMC  VOCAL  SCHEDULE  - WEEK  2 


WHO  TIME  CLASS  LOCATION 


I OES 

DATE  OF  CLASS:  07/02/96 


Gress  CURTIN  PG-Y 

10:00 

- 

12:30 

PCMC  Y 

CMH 

Moses  Reiraer 

10:00 

- 

11:00 

C 

Rm.  101 

Zobel  Gurvich 

10:00 

- 

11:00 

C 

Music 

Lefebvre  Wenaus  HELMRICH  PG-X 

10:00 

- 

12:30 

PG  reh,  Act  III  fc. 

Fitch 

Bak  Gildon 

10:00 

- 

11:00 

c vv/prol 

Art 

Bak  Gratland 

11:00 

- 

12:00 

C 

Art 

Zobel  Huffman 

11:00 

- 

12:00 

C 

Music 

Jackson  Gress 

13:30 

- 

14:30 

C 

Rm.  101 

HELMRICH  OZAWA  PG-Y 

13:30 

- 

16:00 

PG-Y  orch  reh  SO 

Theatre 

Moses  SMITH 

13:30 

- 

14:30 

Abduction 

Art 

Bak  Patterson 

13:30 

- 

14:30 

C 

Music 

Brown  PCMC-X 

13:30 

- 

15:30 

PCMC  X 

CMH 

Gurvich  GRIFFITHS 

15:30 

- 

16:30 

Bolcom  Songs 

Art 

Brown  GARRETT  Cobb  (Y) 

16:30 

- 

17:30 

C 

Fitch 

Lefebvre  Bak  HELMRICH  OZAWA 

16:30 

- 

19:00 

PG  reh 

Theatre 

Doherty  (Y)  Stowe  IWAMA 

16:30 

- 

17:30 

C 

Art 

Maric.le  (Y)  Reimer 

16:30 

- 

17:30 

C 

Chalet 

Gress  GARRETT  Bogner  (Y) 

17:30 

- 

18:30 

C 

Fitch 

Reimer  Guttry  (Y) 

17:30 

- 

18:30 

C 

Chalet 

PIANISTS 

19:30 

- 

21:30 

Sanders  MC  (Singe 

Fitch 

Jackson  Moses  Schowalter(X 

19:30 

- 

No 

Abduction  reh  ^ 

Music 

Cll  <y|^  ilUS  LC 

0 


4 aWs  ^ SiM  1 4 , Grd'FFirrtSi 


PAGE 
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• aS  OF:  07/01/96 


TMC  VOCAL  SCHEDULE  - WEEK  2 


WHO 


TIME 


CLASS  LOCATION 


DATE  OF  CLASS:  07/03/96 

Lefebvre  GRIFFITHS  09:00 

Bak  IWAMA  Corliss  PG-X  10:00 

Reimer  SMITH  Gruber  (Y)  10:00 

Lefebvre  CURTIN  PCMC-Z  10:00 

Gress  GARRETT  Salters  (Y)  10:00 

Wenaus  Gronlund  (Y)  GRIFFITHS  10:00 

Hogsed  (Y)  Stowe  10:00 

Reimer  Guttry  (Y)  GRIFFITHS  11:00 

Howard  (Y)  Wenaus  GARRETT  11:00 

Flynn  (Y)  Brown  HELMRICH  11:00 

Brown  Norman  (Y)  HELMRICH  11:30 

FACULTY  12:30 

Wenaus  Bak  IWAMA  PG-Y  14:30 

Gurevich  (X)  Zobel  GARRETT  14:30 

Schowalter(X  Stowe  SMITH  14:30 

Reimer  Wager  (X)  HELMRICH  14:30 

Gress  Griffey  (X)  PAULNACK  14:30 

Zorn  (X)  Brown  14:30 

Granlund  (X)  Reimer  15:30 

Brown  PAULNACK  Martens  (X)  15:30 

Lefebvre  Ossenfort  (X  SMITH  15:30 

Jonsdottir(X  Zobel  15:30 

Gurvich  GRIFFITHS  16:00 

Bak  Patterson  16:30 

Moses  Reimer  16:30 

Brown,  K.  Stowe  PAULNACK  16:30 

Zobel  Slovacek  16:30 

Maniaci  Stowe  PAULNACK  17:00 

Gress  Luxon  IWAMA  17:00 

Brown  McMillan  HELMRICH  17:00 

Gress  Kulish  (X)  IWAMA  17:30 

Zobel  Turner  (X)  HELMRICH  17:30 

Lefebvre  Pelletier(X)  GRIFFIT  17:30 

Stowe  Benson  PAULNACK  17:30 

Bak  Gratland  17:30 

Granlund  (X)  Reimer  GRIFFITHS  18:30 

ALL  20:30 


10:00 

C 

Music 

12:30 

PG-X,  Act  II 

Fitch 

11:00 

C 

Art 

12:30 

PCMC-Z 

CMH 

11:00 

C 

Music 

11:00 

C 

Rm.  106 

11:00 

C 

Rm.  101 

12:00 

C 

Rm.  106 

12:00 

C 

Music 

11:30 

C 

Chalet 

12:00 

C 

Chalet 

14:30 

Faculty  Meeting 

CafeteriaTWD 

17:00 

PG-Y  reh,  Act  II 

Fitch 

15:30 

C 

Chalet 

15:30 

C 

Music 

15:30 

C 

Rm.  106 

15:30 

C 

Rm.  101 

15:30 

C 

Art 

16:30 

C 

Rm.  101 

16:30 

C 

Rm.  106 

16:30 

C 

Music 

16:30 

C 

Chalet 

18:00 

Don  Hall  Songs 

Hawthorn  II 

17:30 

C 

Rm.  106 

17:30 

C 

Rm.  101 

17:00 

c 

Art 

17:30 

c 

Music 

17:30 

c 

Art 

17:30 

c 

Fitch 

17:30 

c 

Chalet 

18:00 

c 

Fitch 

18:30 

c 

Chalet 

18:30 

c 

Rm.  101 

18:00 

c 

Art 

18:30 

c 

Rm.  106 

19:00 

c 

Rm.  101 

No 

Bolcom  & Morris  c 

SOH 

PAGE 


1 


1 

4 

1 


: 





AS  OF:  07/02/96 


TMC  VOCAL  SCHEDULE  - WEEK  2 


WHO 


TIME 


CLASS  LOCATION 


THuftjDAi 


DATE  OF  CLASS:  07/04/96 


Jackson  Gress  IWAMA 

09:30 

- 

10:00 

C 

Rm.  101 

Zobel  CURTIN  PCMC-Y 

10:00 

- 

12:30 

PCMC-Y 

CMH 

Gress  Luxon 

10:00 

- 

11:00 

C 

Art 

Stowe  Benson 

10:00 

- 

11:00 

C 

Rm.  106 

Wenaus  Bak  HELMRICH  OZAWA 

11:15 

- 

13:00 

PG  reh  w/OZAWA 

0CH 

Doherty  (Y)  Stowe  IWAMA 

11:30 

- 

13:30 

Ch.  Rehearsal 

Hawthorn  II 

f)Bak  GARRETT  Gildon  Gratland 

<b 

13:30 

- 

15 : 30 

PCS  Group 

Rm.  101 

J-.Moses  Granlund  (X)  Maricle  (Y(5 

13:30 

- 

15:30 

PCS  Group 

Mus  ic 

r Jackson  Gress  Luxon  Kulish  (j 

13:30 

- 

15:30 

PCS  Group 

Rm.  106 

h Zobel  Huffman  Gurvich  SMITH/ 

3 

13:30 

- 

15:30 

PCS  Group 

Art 

y HELMRICH  PG-X  ' 

15:00 

- 

16:30 

SO  PG  orch  reh 

SOH 

3rown,  K.  Stowe 

15:30 

- 

16:30 

C 

Chalet 

Brown  Norman  (Y) 

15:30 

- 

16:30 

C 

Rm.  106 

Howard  (Y)  Wenaus  GARRETT 

15:30 

- 

16:30 

C 

Art 

Zobel  Gurvich 

15:30 

- 

16:30 

C 

Rm.  101 

Reimer  Guttry  (Y)  GRIFFITHS 

15:30 

- 

16:30 

C 

Music 

Stowe  >-Z  CKcu-p 

16:30 

- 

18:30 

Graham  Class 

Fitch 

Lefebvre  Pelletier(X)  GRIFFITH- 

16:30 

- 

17:30 

C 

Music 

Brown  GARRETT  Cobb  (Y) 

16:30 

- 

17:30 

C 

Rm.  106 

Gress  Griffey  (X)  PAULNACK 

16:30 

- 

18:30 

Four  hymns  w/vio.l- 

Arc 

Reimer  Wager  (X)  HELMRICH 

17 : 30 

- 

18:30 

C ' 

Chalet 

Zorn  (X)  Brown  SMITH 

17:30 

- 

18:30 

C 

Rm.  101 

Wenaus  Gronlund  (Y)  GRIFFITHS 

17:30 

- 

18:30 

C 

Music 

-Gress  Bogner  (Y) 

19:30 

- 

20:30 

c 

Chalet  . 

yTackson  Moses  Schowalter (X 

© 

19:30 

- 

21:00 

Abduction  reh 

7-3*  fih A 

/"ess  Salters  (Y) 

20:30 

- 

21:30 

C 

Chalet 

(b  G-t-J  P&Lfe\S&r> 


(£?  Gm~4  G-ftifriTHS 

0^4.  T^AM/V- 


§ 


(3 


J OSS^M"  J Cro^ttA ^ r(^lFriTHS  } S^LLTH 


Csfcxl' 


tj— P"  j 


05^ 


PAGE 
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AS  OF:  07/02/96 


TMC  VOCAL  SCHEDULE  - WEEK  2 


WHO 


TIME 


CLASS 


LOCATION 


F 

DATE  OF'  CLASS:  07/05/96 

Lefebvre  Bak  PAULNACK  PG-X  10:00-12:30 

Jackson  Moses  Schowalter(X  10:00  - 12:30 

Zobel  Huffman  SMITH  10:00  - 10:30 

Maniaci  Stowe  10:00  - 11:00 

Brown  McMillan  10:00  - 11:00 

Jackson  Gress  10:00  - 11:00 

Zobel  Gurvich  SMITH  10:30  - 11:00 

Doherty  (Y)  Stowe  IWAMA  11:00  - 12:00 

Zobel  SMITH  Slovacek  11:00  - 11:30 

Reimer  Gruber  (Y)  11:00  - 12:00 

Flynn  (Y)  Brown  11:00  - 12:00 

ALL  13:15  - 14:15 

Gress  Kulish  (X)  15:00  - 16:00 

Gurevich  (X)  Zobel  GARRETT  15:00  - 16:00 

Brown  PAULNACK  Martens  (X)  15:00  - 16:00 

Lefebvre  Ossenfort  (X  15:00  - 16:00 

Schowalter(X  Stowe  SMITH  15:00  - 16:00 

ALL  16:00  - 18:00 

Jackson  Moses  Schowalter(X  16:00  - 17:30 

Gurvich  GRIFFITHS  16:00  - 18:00 

TBA  19:00  - 21:00 

G4*,, 


PG-X  Ac  I,  noT»-r  Fitch 
Abduction  w/orch  «=■*  OCVi 
C Chalet 

C Art 

C Rm.  106 

C Rm.  101 

C Chalet 

C Art 

C Chalet 

C Rm.  101 

C Rm.  106 

von  Stade  Q6A  Shed 

C Art 

C Music 

C Fitch 

C Rm.  101 

C Chalet  ^ 

Bolcom  & Morris  .^Fitch  ,Ma<j 
Abduction  reh  Chalet 

Donald  Hall  Songs  Hawthorn  II 
Dress/FELS  recital  SOH 

*1 


PAGE 


1 


3 

J 

3 

III 

3; 

3i 

!< 

Z( 

Si 

Si 

Gi 

3( 

e< 

0( 

AI 

J( 

Ji 

.SI 


AS  OF:  07/02/96 


TMC  VOCAL  SCHEDULE  - WEEK  2 


WHO 


TIME 


CLASS 


LOCATION 


SATURDAY 

DATE  OF  CLASS:  07/06/96 

Maricle  (Y)  Reimer  10:00 

Jackson  Moses  Schowalter(X  10:00 

3ak  GARRETT  Gildon  10:00 

Wenaus  CURTIN  PCMC-X  10:00 

Maniac!  Stowe  PAULNACK  10:00 

3rown  Norman  (Y)  HELMRICH  (^)  10:00 

3ak  GARRETT  Patterson 

Zobel  Huffman 
Reimer  SMITH  Gruber  (Y) 

3ak  GARRETT  Gratland 

Gress  GARRETT  Salters  (YlJ) 

Moses  Reimer  GRIFFITHS 
Hogsed  (Y)  Stowe  GRIFFITHS 
Doherty  (Y)  Stowe  IWAMA 
ALL 

Jonsdottir  (X  Zobel  IWAMA 

Jackson  Moses  Schowalter(X 

ALL 


11:00 

C 

Chalet 

12:00 

Abduction  reh 

Fitch 

10:30 

C 

Music 

12 : 30 

PCMC-X 

Maple  RH 

12:00 

C 

Art 

12:00 

C 

Rm.  101 

11:00 

C 

Music 

12:00 

C 

Rm.  106 

12:00 

C 

Chalet 

11:30 

C 

Music 

13:30 

C 

Music 

12:30 

c 

Fitch 

13 : 30 

c 

Fitch 

15:30 

Four  Hymns  TV 

Hawthorn  I 

No 

FELS  recital  *1 

SOH 

17:30 

C 

Fitch 

18:30 

Abduction  reh 

OCH 

No 

BSO\von  Stade 

Shed 

11:00 

11:00 

11:00 

11:30 

12:00 

12:30 

13:30 

14:00 

16:30 

(f>6:30 

20:30 


(j)  0-/4 
(2}  0/4 


f- 


© M 
© 

(?)  o+4 


PAGE 
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WEEK  I - PETER  GRIMES  REHEARSALS 


Monday 

10 : 00a- 12 : OOp 

Act  II  (Cast  X)  group 
Iwama/Bak 

11 : 00a- 12 : OOp 

Lefebvre  (Second  Pianist) 

2 : OOp -4 : OOp 

Act  III  + prologue (Cast  Y) 
Helmrich/Wenaus 

3 : 00p-4 : OOp 

Bak  (Second  Pianist) 

Tuesday 

2 : 30p-4 : 30p 

Act  III  + prologue (Cast  X) 
Helmrich/Wenaus 

3 : 30p-4 : 30p 

Lefebvre  (Second  Pianist) 

Wednesday 

10 : 00a-12 : OOp 

Act  II  (Cast  Y) 
Iwama/Bak 

11 : 00a- 12 : OOp 

Wenaus  (Second  Pianist) 

12 : 45p 

Bus  leaves  for  Boston 

7 : 00p-9 : 30p 

Rehearsal  in  Symphony  Hall 

Thursday 

2 : OOp -4 : OOp 

Act  I-no  prologue  (Cast  X) 
Paulnack/Lefebvre 

3 : 00p-4 : OOp 

Bak  (Second  Pianist) 

Friday 

10 : 00a- 12 : OOp 

Act  I-no  prologue  (Cast  Y) 
Paulnack/Lefebvre 

11 : 00a- 12 : OOp 

Wenaus  (Second  Pianist) 

PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


SUNDAY  7 JULY  1996 
STAGE  PIANO  (SO) 


1.00  pm 

Prologue  Chorus  only 

2.00  pm 

Prologue  ADD  Soloists  from  Cast  X and  Cast  Y 

5.00  pm 

Rehearsal  ENDS 

7.00  pm 

SITZPROBE  # 1 (SO)  TMCO  & CHORUS 

SOLOISTS  FROM  CAST  X AND  Y 

10.00  pm 

Rehearsal  ENDS 

MONDAY  8 JULY  1996 
STAGE  PIANO  (SO) 


10.00  am 

SCENE  1.1  Chorus  and  Children  (no  soloists) 

1.00  pm 

Rehearsal  ENDS 

2.00  pm' 

SITZPROBE  #2  (SO)  TMCO  & CHORUS  & Soloists  from  Cast  X and  Cast  Y 

5.00  pm 

Rehearsal  ENDS 

6.00  pm 

STAGE  PIANO  (SO/DT)  Prologue 
Cast  Y 

Ellen,  Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Grimes,  Balstrode,  Rector,  Boles, 
Swallow,  Keene,  Hobson 

8.00  pm 

Rehearsal  ENDS 

8.00  - 10.00  pm  Onstage  Filming  David  Kneuss,  BOY  (No  soloists  or  music  staff) 

Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


TUESDAY  9 JULY  1996 
STAGE  PIANO  (SO) 

10.00  am  Prologue 

Cast  X 

Ellen,  Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Grimes,  Balstrode,  Rector,  Boles, 
Swallow,  Keene,  Hobson 

12.30  pm  Cast  X - Rehearsal  Ends 

12.30  pm  Prologue  Cast  Y - Ellen,  Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Grimes,  Balstrode, 

Rector,  Boles,  Swallow,  Keene,  Hobson 

1.00  pm  Rehearsal  Ends 


2.00  pm  Scene  1.1 

Cast  Y - Ellen,  Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Grimes,  Balstrode,  Rector, 
Boles,  Swallow,  Keene,  Hobson 


5.00  pm  Rehearsal  Ends 


5.30 


8.30 


Scene  1.1 

Cast  X - Ellen,  Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Grimes,  Balstrode,  Rector, 
Boles,  Swallow,  Keene,  Hobson 

Rehearsal  Ends 


Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


WEDNESDAY  10  JULY  1996 
STAGE  PIANO 


10.00  am 

Scene  1.1 

Cast  Y (DT)  - Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Balstrode,  Boles,  Keene 

1 1.00  am 

ADD  Grimes 

1 1.30  am 

.ADD  Ellen,  Hobson  & BOY 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Scene  1.2 
Cast  X (CF) 

Auntie,  Mrs  Sedley,  Nieces  1 & 2,  Balstrode,  Boles,  Keene 

3.00  pm 

ADD  Grimes 

3.30  pm 

ADD  Ellen,  Hobson  & BOY 

5.00  pm 

Rehearsal  Ends 

7.00  pm 

Scene  2.1 
Cast  Y (DT) 
Ellen  & BOY 

8.00  pm 

ADD  Mrs  Sedley,  Rector,  Grimes 

10.00  pm 

Rehearsal  Ends 

Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 

THURSDAY  11  JULY  1996 
STAGE  PIANO 


10.00  am 

Scene  2.1 
Cast  X (CF) 
Ellen  & BOY 

1 1.00  am 

Add  Mrs  Sedley,  Rector,  Grimes 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Continue  Scene  2.1 
Cast  X (CF) 

Ellen,  BOY,  Grimes,  Rector,  Mrs  Sedley,  Auntie,  Nieces  1&  2,  Keene,  Balstrode, 
Boles,  Swallow,  Hobson 

3.30  pm 

ADD  Cast  Y - Continue  Scene  2.1 

*6.00  pm 

Rehearsal  Ends 

* Those  in  Vocal  Recital  may  leave  earlier 

Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


FRIDAY  12  JULY  1996 
STAGE  PIANO 


10.00  am 

Scene  2.2 
Cast  Y (DT) 
Grimes,  BOY 

12.00  pm 

ADD  Balstrode,  Rector,  Swallow,  Boles,  Keene 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Scene  2.2 
Cast  X (CF) 
Grimes,  BOY 

4.00  pm 

ADD  Balstrode,  Rector,  Swallow,  Boles,  Keene 

5.00  pm 

Rehearsal  Ends 

5.30  pm 

Scene  3.1 
Cast  Y (DT) 

Keene,  Nieces  1 & 2,  Auntie,  Mrs  Sedley,  Rector,  Swallow,  Hobson, 

8.00  pm 

ADD  Balstrode,  Ellen,  Boles 

8.30  pm 

Rehearsal  Ends 

Key  : SO  = 

= Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


SATURDAY  13  JULY  1996 
STAGE  PIANO 


10.00  am 

Scene  3.1 
Cast  X (CF) 

Keene,  Nieces  1 &2,  Auntie,  Mrs  Sedley,  Rector,  Swallow,  Hobson, 

1 1.00  am 

ADD  Balstrode,  Ellen,  Boles 

1.00  pm 

Rehearsal  ends 

2.00  pm 

Scene  3.2 
Cast  X (CF) 
Grimes  only 

3.00  pm 

ADD  Balstrode,  Ellen 

4.00  pm 

Rehearsal  for  Cast  X ends 

4.00  pm 

Scene  3.2 
Cast  Y (DT) 
Grimes  only 

5.00  pm 

ADD  Balstrode,  Ellen 

6.00  pm 

Rehearsal  ends 

Key  : SO  = 

= Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  ONE 


SUNDAY  14  JULY  1996 
STAGE  PLANO 


10.00  am 

Scene  3.1 
Cast  Y (SO) 

Keene,  Nieces  1 & 2,  Auntie,  Mrs  Sedley,  Rector,  Swallow,  Hobson,  Ellen, 
Balstrode,  Boles 

10.30  am 

Scene  3.2 
Cast  Y (SO) 

Grimes,  Ellen,  Balstrode 

1 1.00  am 

Scene  3.3 
Cast  Y (SO) 

Auntie,  Nieces  1 & 2,  Mrs  Sedley,  Ellen,  Rector,  Swallow,  Hobson,  Balstrode, 
Boles 

12.00  pm 

Rehearsal  Ends 

12.30  pm 

Scene  3.1 
Cast  X (CF) 

Keene,  Nieces  1 & 2,  Auntie,  Mrs  Sedley,  Rector,  Swallow,  Hobson,  Ellen, 
Balstrode,  Boles 

1.00  pm 

Scene  3.2 
Cast  X (CF) 

Grimes,  Ellen,  Balstrode 

1.30  pm 

Scene  3.3 
Cast  X (CF) 

Auntie,  Nieces  1 & 2,  Mrs  Sedley,  Ellen,  Rector,  Swallow,  Hobson,  Balstrode, 
Boles 

2.30  pm 

Rehearsal  Ends 

Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


MONDAY  15  JULY  1996 
STAGE  PIANO 

10.00  am  Prologue 

Cast  Y (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 

11.30  am  Prologue 

Cast  X (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 


1.00  pm  Rehearsal  Ends 


2.00  pm  Scene  1.1 

Cast  Y (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2 
Boles,  Rector,  Swallow,  Hobson 


3.30  pm 

Scene  1.1 
Cast  X (SO) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 

5.00  pm 

Rehearsal  Ends 

7.00  pm 

Scene  1.2 
Cast  Y (SO) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Hobson 

8.30  pm 

Scene  1.2 
Cast  X (SO) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Hobson 

10.00  pm 

Rehearsal  ENDS 

Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


TUESDAY  16  JULY  1996 
STAGE  PIANO 


10.00  am  Scene  2.1 

Cast  Y (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 


12.00  pm  Scene  2.2 

Cast  Y (SO)  Grimes,  BOY,  Balstrode,  Rector,  Swallow,  Boles,  Keene 

1.00  pm  Rehearsal  Ends 


2.00  pm  Scene  2.2 

Cast  Y (SO)  Grimes,  BOY,  Balstrode,  Rector,  Swallow,  Boles,  Keene 


3.30  pm  Scene  2.1 

Cast  X (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 


5.30  pm  Rehearsal  Ends 


7.30  pm  Scene  2.2 

Cast  X (SO)  Grimes,  BOY,  Balstrode,  Rector,  Swallow,  Boles,  Keene 


10.00  pm  Rehearsal  Ends 


Key  : SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


WEDNESDAY  17  JULY  1996 
STAGE  PIANO 


10.00  am 

Act  3 

Cast  Y (SO)  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode,  Grimes  (time  to  join  tbc) 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Act  3 

Cast  X (RS)  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode,  Grimes  (time  to  join  tbc) 

5.00  pm 

Rehearsal  Ends 

7.00  pm 

Scenes  TBA 
Cast  TBA  (RS) 

10.00  pm 

Rehearsal  Ends 

Key  : SO  = 

s Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


THURSDAY  18  JULY  1996 
STAGE  PIANO 


10.00  am 

Prologue  PLUS  Scenes  1.1  & 1.2 

Cast  X (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 
(BOY  call  time  TBA) 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Prologue  PLUS  Scenes  1.1  & 1.2 

Cast  Y (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 
(BOY  call  time  TBA) 

5.00  pm 

Rehearsal  Ends 

Key : SO  = 

= Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


FRIDAY  19  JULY  1996 
STAGE  PIANO 


10.00 

Scenes  2.1  and  2.2 

Cast  Y (RS)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2 
Boles,  Rector,  Swallow,  Hobson,  BOY. 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Scenes  2.1  and  2.2 

Cast  X (RS)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2. 
Boles,  Rector,  Swallow,  Hobson,  BOY. 

5.00  pm 

Rehearsal  Ends 

5.30  pm 

Act  3 

Cast  Y (SO)  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode,  Grimes  (time  to  join  tbc) 

7.00  pm 

Cast  Y Released 

7.00  pm 

Act  3 

Cast  X (SO)  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode,  Grimes  (time  to  join  tbc) 

8.30  pm 

Rehearsal  Ends 

Key  : SO  = 

= Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 


SATURDAY  20  JULY  1996 
STAGE  PLANO 


10.00  am 

Scene  1.2 

CHORUS  ONLY  (SO) 

10.30  am 

ADD  Cast  Y for  Scene  1.2  Grimes,  Ellen,  Balstrode,  Keene,  Auntie, 

Mrs  Sedley,  Nieces  1 & 2,  Boles,  Hobson 

12.00  pm 

Replace  with  Cast  X for  Scene  1.2  (Cast  Y released  UNTIL  2.00  PM) 
Grimes,  Ellen,  Balstrode,  Keene,  Auntie, 

Mrs  Sedley,  Nieces  1 & 2,  Boles,  Hobson 

1.00  pm 

Rehearsal  Ends 

2.00  pm 

Scene  2.1 

CHORUS  and  Cast  Y (RS) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 

4.00  pm 

Scene  2.1 

CHORUS  and  Cast  X (RS) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 

6.00  pm 

Rehearsal  Ends 

6.30  pm 

Scenes  TBA 
Casts  TBA  (RS) 

8.30  pm 

Rehearsal  Ends 

Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  TWO 

SUNDAY  21  JULY  1996 
STAGE  PIANO 
10.00  am  Scene  3.1 


CHORUS  ONLY  (SO/RS) 

10.30  am 

ADD  Cast  Y for  Scene  3.1  (SO) 

Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode  (time  to  join  tbc) 

12.00  pm 

Replace  with  Cast  X for  Scene  3.1  (SO/RS)  (Cast  Y released  until  4.00  pm) 
Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 

Boles,  Rector,  Swallow,  Hobson. 

Ellen,  Balstrode  (time  to  join  tbc) 

1.00  pm 

Rehearsal  Ends 

4.00  pm 

Scene  3.3 

CHORUS  and  Cast  Y (SO)  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 

Boles,  Rector,  Swallow,  Hobson,  Balstrode. 

5.00  pm 

Scene  3.3 

CHORUS  and  Cast  X (SO)  (Cast  Y released  until  7.00  pm) 

Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  Balstrode. 

6.00  pm 

Scene  1.1 

CHORUS  and  Cast  X (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie, 

Mrs  Sedley,  Nieces  1 & 2,  Boles,  Rector, 
Swallow,  Hobson 

7.00  pm 

Scene  1.1 

CHORUS  and  Cast  Y (SO)  Grimes,  Ellen,  Balstrode,  Keene,  Auntie, 

Mrs  Sedley,  Nieces  1 & 2,  Boles,  Rector, 
Swallow,  Hobson 

8.00  pm 

Rehearsal  Ends 

I 


Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


MONDAY  22  JULY  1996 

10.30  am  STAGE  PIANO  Prologue,  Scenes  LI  and  L2  (SO) 

Cast  X & Chorus 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson 


1.00  pm  Rehearsal  Ends 


*2.00  pm  STAGE  ORCHESTRA  Prologue  - 1.1  - 1.2  - 2.1  (SO) 

Cast  X AND  Y & Chorus 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2 
Boles,  Rector,  Swallow,  Hobson,  BOY  & Barnacles 

5.00  pm  Rehearsal  Ends 

*7.00  pm  STAGE  ORCHESTRA  Prologue  Act  I and  Act  2 (SO) 

Cast  Y AND  X & Chorus 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2 
Boles,  Rector,  Swallow,  Hobson,  BOY  & Barnacles 

1 0 . 00  pm  Rehearsal  Ends 


"Please  note  that  Maestro  Ozawa  has  asked  that  both  casts  attend  today’s 
stage  orchestra  rehearsals  and  be  prepared  to  switch  over  at  any  time. 


Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  - Robert  Spano  (Assistant  Conductor) 

DT  “ David  Tang  (Rehearsal  Conductor  Y)  CF  - Christopher  Franklin  (Rehearsal  Conductor  X) 


Iuuad  by  Junes  Roes  7/19 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


TUESDAY  23  JULY  1996 


•9.30  am 

STAGE  ORCHESTRA  Scenes  2.2  & Act  3 
Cast  Y AND  X & Chorus  (SO) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 

12.30  pm 

Rehearsal  Ends 

2.00  pm 

STAGE  ORCHESTRA  Scenes  To  be  Detailed 
Cast  Y & Chorus  (SO) 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2, 
Boles,  Rector,  Swallow,  Hobson,  BOY 

Note  - Cast  X should  attend  and  observe. 

6.00  pm 

Rehearsal  Ends 

“Please  note  that  Maestro  Ozawa  has  asked  that  both  casts  attend  this  morning’ 
stage  orchestra  rehearsal  and  be  prepared  to  switch  over  at  any  time. 


Key:  SO  = Seiji  Ozawa  DK  = David  Kncusa  RS  - Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  - Christopher  Franklin  (Rehearsal  Conductor  X) 


mi  by  JamM  KfiCI  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 

WEDNESDAY  24  JULY  1996 


10.00  am 

STAGE  ORCHESTRA  RUN  OF  OPERA  (SO) 

Cast  X & Chorus 

Grimes,  Ellen,  Balstrode,  Keene,  Auntie,  Mrs  Sedley,  Nieces  1 & 2 
Boles,  Rector,  Swallow,  Hobson,  BOY  & Barnacles 

Note  - Cast  Y should  attend  and  observe. 

6.30  pm 

Cast  Y - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 

7.25  pm 

V»  Hour  Call  Cast  Y,  Chorus,  Boy  and  Barnacles  (Sign  In  at  Stage  Door) 

*8.00  pro 

PIANO  DRESS  REHEARSAL  (SO) 

CAST  Y (TUni),  CHORUS,  BOY,  BARNACLES 

TUTTI  IN  COSTUMES,  WIGS  & MAKE-UP 

12.00  AM  (approx)  REHEARSAL  ENDS 

* Please  note  that  a Tanglewood  Stills  Photographer  may  be  present  at  the  Piano  Dress 

Key  : SO  “ Seiji  Ozawa  DK  ■ David  Koeuss  RS  - Robot  Spano  (Assistant  Conductor) 

DT  “ David  Tang  (Rehearsal  Conductor  Y)  CF  « Christopher  Franklin  (Rehearsal  Conductor  X) 


Issued  by  Junes  Ross  7/19 


PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


THURSDAY  25  JULY  1996 


6.30  pm  Cast  Y - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 

7.25  pm  Vi  Hour  Cali  Cast  Y,  Chorus,  Boy  and  Barnacles  (Sign  In  at  Stage  Door) 

*8.00  pm  PUBLIC  ORCHESTRAL  DRESS  REHEARSAL  (SO) 

CAST  Y (TUTTI),  CHORUS,  BOY,  BARNACLES 

TUTTI  IN  COSTUMES,  WIGS  & MAKE-UP 


12.00  AM  (approx)  REHEARSAL  ENDS 


* Please  note  that  this  Dress  Rehearsal  will  be  filmed  by  Rhombus,  and  that  a Tanglewood  Stills 
Photographer  may  be  also  present. 

NB  Everyone  please  note  that,  without  exception , there  are  to  be  no  visitors  or  guests  admitted 
backstage  or  in  the  area  outside  the  trailers.  Please  invite  your  guests  to  meet  you  after  any 
rehearsal  or  performance  in  the  tent  in  the  formal  gardens  adjacent  to  the  theatre. 


Key  i SO  - Seiji  Ozawa  DK  - David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  " David  Tang  (Rehearsal  Conductor  Y)  CF  ■ Christopher  Franklin  (Rehearsal  Conductor  X) 


[mud  by  Jttam  Bom  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


FRIDAY  26  JULY  1996 


9.30  am  Cast  X - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 

10.25  am  Vt  Hour  Call  for  Cast  X (no  chorus) 

*11.00  am  PIANO  DRESS  REHEARSAL  (RS) 

CAST  X (TUTT1),  BOY,  BARNACLES 

CAST  IN  COSTUMES,  WIGS  & MAKE-UP 


3.00  pm  Rehearsal  Ends 


4.00  pm  Working  Notes  - (RS) 

Casts  X and  Y (soloists  only  - no  chorus,  barnacles  or  BOY) 


6.00  pm  Rehearsal  Ends 


* Please  note  that  this  Dress  Rehearsal  will  be  filmed  by  Rhombus,  and  that  a Tanglewood  Stills 
Photographer  may  be  also  present. 

NB  Everyone  please  note  that,  without  exception , there  are  to  be  no  visitors  or  guests  admitted 
backstage  or  in  the  area  outside  the  trailers.  Please  invite  your  guests  to  meet  you  after  any 
rehearsal  or  performance  in  the  tent  in  the  formal  gardens  adjacent  to  the  theatre. 


Key  j SO  ■ Seiji  Ozawa  DK- David  Kneuss  RS  ■ Robert  Spana  (Assistant  Conductor) 

DT  * David  Tang  (Rehearsal  Conductor  Y)  CF  ■ Christopher  Franklin  (Rehearsal  Conductor  X) 


Ususd  fay  Ittaai  Roeg  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 

SATURDAY  27  JULY  1996 


3.00  pm 

Cast  X - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 

3.55  pm 

Vi  Hour  Call  Cast  X,  Chorus,  Boy  and  Barnacles  (Sign  In  at  Stage  Door) 

*4.30  pm 

PUBLIC  ORCHESTRAL  DRESS  REHEARSAL  (SO) 
CAST  X (TUTTT),  CHORUS,  BOY,  BARNACLES 

TTJTT1  IN  COSTUMES,  WIGS  & MAKE-UP 

8.30  pm 

Rehearsal  Ends 

* Please  note  that  this  Dress  Rehearsal  will  be  filmed  by  Rhombus,  and  that  a Tanglewood  Stills 
Photographer  may  be  also  present. 

NB  Everyone  please  note  that,  without  exception , there  are  to  be  no  visitors  or  guests  admitted 
backstage  or  in  the  area  outside  the  trailers.  Please  invite  your  guests  to  meet  you  after  any 
rehearsal  or  performance  in  the  tent  in  the  formal  gardens  adjacent  to  the  theatre. 

Key  t SO  - Seiji  Ozawa  DK  ■ David  Kneuss  RS  “ Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  - Christopher  Franklin  (Rehearsal  Conductor  X) 


lanud  by  J*me»  Ross  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


SUNDAY  28  JULY  1996 


6.30  pm  Cast  X - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 


7.25  pm  Yi  Hour  Call  Cast  Y,  Chorus,  Boy  and  Barnacles  (Sign  In  at  Stage  Door) 


8.00  pm  PETER  GRIMES  PERFORMANCE  U I (SO) 
TMC  ORCHESTRA 
TF  CHORUS 

CAST  Y (TUTTI),  CHORUS,  BOY,  BARNACLES 
TUTTI  IN  COSTUMES,  WIGS  & MAKE-UP 


12.00  am  (approx)  PERFORMANCE  ENDS 


* Please  note  that  this  Performance  will  be  filmed  by  Rhombus. 


**  Everyone  please  note  that,  without  exception , there  are  to  be  no  visitors  or  guests  admitted 
backstage  or  in  the  area  outside  the  trailers.  Please  invite  your  guests  to  meet  you  after  the 
performance  in  the  tent  in  the  formal  gardens  adjacent  to  the  theatre. 


Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  3 Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  - Christopher  Franklin  (Rehearsal  Conductor  X) 


Itcued  by  Jamei  Sob  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


MONDAY  29  JULY  1996 


CALLS  TO  BE  DETAILED 


Key:  SO  = Seiji  Ozawa  DK  = David  Kneuss  RS  • Robert  Spano  (Assistant  Conductor) 

DT“  David  Tang  (Rehearsal  Conductor  Y)  CF  ■ Christopher  Franklin  (Rehearsal  Conductor  X) 


iMuad  by  Jtum  Rom  7/19 
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PETER  GRIMES  STAGING  REHEARSALS 

WEEK  THREE 


TUESDAY  30  JULY  1996 


6 JO  pm  Cast  X - Wig  and  Make-up  calls  - Exact  Times  To  Be  Detailed 


7.25  pm  Vi  Hour  Call  Cast  X,  Chorus,  Boy  and  Barnacles  (Sign  In  at  Stage  Door) 


8.00  pm  PETER  GRIMES  PERFORMANCE  # 2 (FINAL)  (SO) 
TMC  ORCHESTRA 
TF  CHORUS 

CAST  X (Turn),  CHORUS,  boy,  BARNACLES 
rum  IN  COSTUMES,  WIGS  & MAKE-UP 


12.00  am  (approx)  PERFORMANCE  ENDS 


* Please  note  that  this  Performance  will  be  filmed  by  Rhombus. 


**  Everyone  please  note  that,  without  exception,  there  arc  to  be  no  visitors  or  guests  admitted 
backstage  or  in  the  area  outside  the  trailers.  Please  invite  your  guests  to  meet  you  after  the 
performance  in  the  tent  in  the  formal  gardens  adjacent  to  the  theatre. 


Key:  SO  “Seiji  Ozawa  DK  - David  Kneuss  RS  = Robert  Spano  (Assistant  Conductor) 

DT  = David  Tang  (Rehearsal  Conductor  Y)  CF  = Christopher  Franklin  (Rehearsal  Conductor  X) 


luuad  by  Jtmw  Suom  7/15 
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Tanglewood  Music  Canter  Vocal  Schedule  for  MONDAY,  JULY  8, 1996 
Please  note  the  following: 

Since  the  schedule  Is  now  in  a different  format,  please  be  sure  to  look  under  every  category  for  your 
name  or  events  that  may  Involve  you. 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  Iwama  at  (908)  741-4107. 

A schedule  will  be  posted  by  5:00  PM  for  the  next  day’s  activrtles.  We  will  post  It  sooner  if  at  all  possible. 


OPERA  REHEARSALS 


Please  refer  to  the  separately  posted  schedule  for  the  specific  times  of  opera  calls.  It  Is  each  singer’s 
responsibility  to  check  wtth  stage  management  every  day  for  his  or  her  next  call.  The  following  are 
general  calls  only. 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stags 

(scene)  1.1 

Corllss/Choms  4 children  only. 

2-5 

Stage 

sttzprobe  #2 

HELMRJCH/IWAMA/PAULNACK/Wenaus/Cast  X; 
Ossenfort  & SohowaHer  are  released. 

Norman  & Howard  attend  in  their  stead. 

0-8 

Stage 

prologue 

Corllss/Cast  Y 

ORCHESTRA  REHEARSALS 

1-3:30 

S Ozawa  Hall 

dress  rehearsal 
Abduction 

SMITH/Guttry.Ossenfort.Schowaltar.Jackson, 

Moses 

CLASSES  & GROUP  SES3ION8 

10-12 

Fitch 

Rap.  Class 

All  singers  & pianists 

SMITH:  What  your  rep  list  says  about  you 

12-1 

Art 

PCS  Group 

HELMRICH/Brown/McMIllan,  Norman,  Flynn 

COACHINGS 

12-1 

12-1 

12-1 

12-1 

106 

101 

Musio 

Fitch 

new  SMITH  grp. 
Bolcom 

Bak/GIldon 

Lefebvra/Gronlund 

IWAMA/Zobet/Jonsdottlr 

GRIFFITHS/Gurvlch 

COACHINGS  CONT.  ON  PAGE  2 


■.  v ,vc." 
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COACHINGS,  CONT.  for  MONDAY,  JULY  8,  1998 


1-2 

Fltcli 

GRIFFITH  S/St  owe/Hoflsed 

1-3 

106 

Gress/Bogner,  Salters 

2-3 

Fitch 

GRIFFITHS/Ralmer/MarlcJe 

2-3 

Music 

Bak/Patterscn 

2-3 

101 

Stowe/Doherty 

3-4 

Fitch 

Ralmer/Gruber 

3-4 

101 

Stowe/Manlad 

4:30-5 

Fitch 

SM  ITH/Zobei/Slovacek 

5-5:30 

Fitch 

SMITH/Zobel/Huffman 

5:30-8 

106 

IWAMA/Gress/Kulish 

5:30-6:30 

Fitch 

SMITH/Brown/Zom 

5:30-6:30 

Art 

Varese 

PAULNACK/Lsfedvne/Peiletier 

5:30-6:30 

Music 

HELMRICH/Rdmer/Wagar 

0-6:30 

100 

IWAMA/Gress/Jackaon 

6:30-7 

Art 

PAULNAC  K/St  owe/Brown 

8:30-7 

Fitch 

8MITH/Zobel/Gurvich 

7-7:30 

Art 

PAULNACK/St  owe/Benson 

7-8 

106 

Zobsi/Gurevlch 

CONCERTS 

8:30 

SOH 

TMC  Orchestra 

Abduction:  Guttry,  Ossenfort,  Schowaltar,  Jackson. 
Moses 

JUL  07  '96  11  = 06  IWfiMft 
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Tanglewood  Music  Center  Vocal  Schedule  for:  TUESDAY,  JULY  9, 1996 

Please  note  the  following- 

Sines  the  schedule  Is  now  In  a different  format,  please  be  sure  to  look  under  every  category  for  your 
name,  group  or  events  that  Involve  you. 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (906)  741-4107. 

A schedule  will  be  posted  by  5:00  PM  for  the  next  day's  activities.  We  will  post  it  sooner  If  at  all  possible. 


OPERA  REHEARSALS 

Please  referto  the  separately  posted  schedule  for  the  specific  times  of  opera  calls.  It  is  each  singers 
responsibility  to  check  with  stage  management  every  day  for  his  or  her  next  call.  The  following  are 
general  calls  only. 


WHEN 

WHERE 

WHAT 

WHO 

10-12:30 

Stage 

Prologue 

HELMRICH/Corllss/Cast  X 

12:30-1 

Stage 

Prologue 

HELMRICH/Cortlss/Cast  Y 

2-5 

Stage 

1.1 

IWAMA/Corliss/Lefebvre/Cast  Y 

5:30-6:30 

Stage 

1.1 

PAULNACK/Sak/Wenaus/Cast  X 

CLASSES  & GROUP  3ES8ION8 

10-12:30 

CMH 

PCMC 

Zobel/Group  Z 

1:30-4 

CMH 

PCMC 

Relmer/Group  X 

2-3 

2-3:30 

2-3:30 

Music 

Art 

Fitch 

PCS  Group 
PCS  Group 
PCS  Group 

GARRETT/Bak/GiMon/Gretland/Pattereon 
PAULNACK/St  owe/S  enson/Brown/ManlacI 
SMITH/Zobel/Gurvlch/Huffman/Slovacek 

6:30-7:30 

Muslo 

PCS  Group 

GRIFFITHS/Relmer/Moses/MaricJe 
(Granlund  goes  to  PG  rehearsal) 

COACHINGS 

10-11 

Fitch 

GARRETT/Brown/Cobb 

10-11 

106 

Lefebvre/Gronlund 

10-11 

Art 

SMITH/Reimer/Gruber 

10-11 

Music 

GRIFFITH  S/St  owe/Hogsed 

COACHINGS  CONT.  ON  PAGE  2 


. 


. 
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COACHINGS,  CONT.  FOR  TUESDAY,  JULY  9 


11-12 

11-12 

11-12 

Music 

108 

Fitch 

2-3 

106 

- 

3-4 

108 

5-5:30 

Fitch 

5:30-6:30 

5:30-6:30 

Fitch 

Music 

Reich 

8:30-7 

Fitch 

7:309:30 

Music 

Bolcom 

GRIFF  ITHS/Relmer/Guttry 

Lefebv  re/Howard 

GARR  ETT/G  ress/Bog  n er/Sa  Ite  ra 

Gress/Jackson 

Greaa/Luxon 

HELMRICWQrowrYMcMIllan 

HELMRICH/Bogner,  Cobb,  Groniund,  3rown 
IWAMA/Stowe/Doherty 

HELMRICH/Brown/Norman 

GRIFFITHS/Gurvlch  & ensemble 


■ 

'■ 
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Tanglewood  Music  Center  Vocal  Schedule  for:  WEDNESDAY,  JULY  10,  1996 


Please  note  the  following: 

Since  the  schedule  Is  now  In  a different  format,  please  be  sure  to  look  under  every  category  for  your 
name  or  events  that  may  Involve  you.  If  you  notice  a conflict  in  your  schedule,  leave  a message  for 
Misa  Iwama  at  (908)  741-4107.  A schedule  will  be  posted  by  5:00  PM  for  the  next  day's  activities.  We 
will  post  It  sooner  if  at  all  possible. 


OPERA  REHEARSAL8 

Please  refer  to  the  separately  posted  schedule  for  the  specafic  times  of  opera  calls.  It  Is  each  singer's 
responsibility  to  check  with  stage  management  every  day  for  his  or  her  next  sail.  The  following  are 
general  calls  only. 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stage 

1.1 

HELMRlCH/Corliss/Ufebvre/Cast  Y 

2-5 

Stage 

1.2 

PAULMACK  at  4:00/Lafebvre/Wenaus/Ca3t  X 

7-10 

Stage 

2.1 

PAULNACK/Bak/Wenaus/Cast  Y 

DRESS  REHEARSAL 

4-0:30 

OCH 

for  July  12 

dress  rehearsal  order  (not  concert  order) 

1 . QARRETT/Brown/Cobb 

2.  GARRETT/Qre8s/Bogner, Salters 

3.  SMITH/Brown/Zom 

4.  HELMRICH/Reimer/Wagar 

5.  IWAMA/Zobel/Jonsdottlr 

Q.  GRIFFITHS/Stowe/Hogsed 


CLASSES  & GROUPS 


10-12:30  CMH  PCMC  Gress/Group  X 

2-4  Hawthorne  Faculty  Meeting  Faculty 

7-8:30  Art  PCS  Group  IWAMA/Gress/Kulish,  Luxon,  Jackson 


C0ACHING8 


11-12 

Fitch 

Reimer/Moses 

11-12 

Music 

Zobel/Huffman 

12-12:30 

Fitch 

GARRETT/Bak/Glldon 

12-1 

Music 

Zobel/Slovacek 

12-1 

108 

Stowe/Benson 

12-1 

Art 

Reimer/Guttry 

12:30-1 

Fitch 

GARRETT/Bak/Patterson 

COACHINGS  CONT.  ON  PAGE  2 
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COACHINGS,  CONT.  FOR  JULY  10 


1-2 

101 

Brown/McMillan 

2-3 

Art 

Zobel/Gurvlcb 

2-3 

101 

Brown/Martens 

2-3 

Fitch 

Gress/Kulish 

3:45-5:45 

Studio  L 

Wenlock  Edge 

IWAMA  (4:1 5-5:1 5)/Stowe/Doherty 

7-8 

ioe 

SMITH/Lefebvre/Ossenfcrt 

7:30-9:30 

Music 

Bolcom 

GRIFFITH8/Gurvlch  & ensemble 

8-9 

106 

SMITH/Stowe/Showalter 

CONCERTS 

OCH 


8:30 


Chanticleer 


■ 
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Tanglewood  Mucic  Center  Vnr.nl  .Snhfidule  fcf;  THURSDAY,  JULY  11,  199# 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Mlsa  Iwarra  at  (9C8)  741-4107.  A schedule  will  be 
posted  by  5:00  PM  for  the  next  day's  activities.  We  will  post  it  sooner  if  at  all  possible. 


OPERA  REHEARSALS 


SINGERS.  This  schedule  lists  general  information  only,  such  aa  which  faculty  coach  and  pianist  will  attend  the 
rehearsal.  If  the  schedule  lists  "CAST  Y"  at  10-1,  that  does  not  necessarily  mean  that  the  entire  cae£4s 
called  for  the  entire  time.  Check  with  stage  management  every  day  for  your  next  individual  call. 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stags 

2.1 

iWAJvWCcrilss/Lsfebvre/Cast  X 

2-6 

Stage 

2.1 

PAULNACK/Bak/Wenaus/Cast  X 

3:30-0 

Stage 

2.1 

ADD  Cast  Y 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

Zopei/Group  Y ^ 

1:30-4 

COACHINGS 

CMH 

PCMC 

GresslGrcup  Z -5“ 

9: 30am- 10:30 
1 

10-11 

Fitch 

PAULNACK/Gress/Gnffey/Vioiist 

Sorry,  but  it's  the  only  time  you've  all  been  free  3ince  Monday 

Music 

Bak/Patterson 

10:30-11 

Fitch 

PAUINACK/Stowe/Maniad 

10:30-11 

Art 

GRIFFITHS/Reimer/Moeea  . 

11-12 

Music 

Bak/Gildon 

11-12 

101 

Brown/Tumer 

11-12 

106 

Reimer/Pelletier 

11-12 

Art 

Stowe/Brown 

11-12 

Fitch 

Jsnacsk 

GRIFFITHS^Slovacek,  Patterson, McMillan,  Manlad,  Huffman, 
Gurvfch,  3 arson,  Kullsh  (Norman  not  called  to  this  rehearsal) 

12-1 

Art 

Stowe/Showalter 

1:30-2:30 

Art 

Brown/Norman 

1:30-2:30 

Fitch 

Lefebvre/Howard 

1:30-2:30 

Music 

Reimer/Guttry 

0:30-7:30 

Art 

GARRETT /Zobel/Gurevich 

Please  see  MG  regarding  this  coaching.  You  wilt  also  be 
scheduled  for  a coaching  on  Friday  at  the  same  time. 

CONCERTS 

5:00 

OCH 

D.  Hall  Concert  Gurvich 

8:30 

OCH 

RedtaJ 

Fellows 

JiJL  10  '36  01 : 13  IUPtflA 
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Tanglewood  Music  Center  Vocal  Schedule  for:  FRIDAY,  JULY  12,  1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107.  A schedule  will  be 
posted  by  5:00  PM  for  the  next  day's  activities.  We  will  post  it  sooner  if  at  all  possible. 

OPERA  REHEARSALS 

NOTE:  This  schedule  lists  general  information  only,  such  a3  which  faculty  coach  and  pianist  -will  attend  the 
rehearsal.  If  the  schedule  lists  "CAST  Y’  at  10-1,  that  does  not  necessarily  mean  that  the  entire  cast  Is 
called  for  the  entire  time.  Check  with  stage  management  every  day  for  your  next  individual  call. 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stage 

2.2 

IWAMA/Ccrii33/Wenaus/Cast  Y 

2-5 

Stage 

2.2 

IWAMA/PAULNACK/Cortisa/LefeDvre/Caat  X 

5:30-8:30 

Stage 

3.1 

PAULNACK/Bak/Weraus/Cast  Y 

DRESS  REHEARSAL 

8:30pm-10:30 

S0H 

recital:  7/1 4 

Fellows  (Renearsal  order  will  be  posted  Thursday) 

COACHINGS 

10-11 

101 

Reimer/Maricle 

10-11 

Art 

SMITH/Stcwe/Showafter 

10-11 

Chalet 

new  group 

Zobel/Bogner 

10-11 

Fitch 

Jenacek 

GRIFFITHS/Slovacak.Pattereon.McMillan,  Manlaci,  Huffman, 
Gurvlch,  Benacn,  Kulish,  Norman 

10:30-11:30 

Music 

PAULNACK/Gres  s/Grlffey/Violist 

10:30-11:30 

106 

Lefebvre/Ossenfelt 

11-12 

Fitch 

Reich 

DE  LEELIW/Bogner,  Cobb,  Gronlund,  Brown  (contingent  upon 
Mr.  De  Leetrw*s  schedule,  but  please  assume  that  it  will  occur 

unless  otherwise  notified) 

11-12 

Art 

SMITH/Reimar/Gruber 

11-12 

101 

Brown/Tumer 

11-12 

Chalet 

new  group 

Stowe/Jon  sdottir 

11:30-12:30 

Music 

PAULNACK/Lefebvre/Pelletier 

4:30-6:30 

Studio  L 

IWAMA/Stowe/Doherty  & ens. 

8:30-7:30 

Art 

GARRETT  /Zobel/Gurevich 

6:30-7:30 

106 

Reimer/Pelletier 

7-7:30 

101 

IWAMA/Gress/Luxon  '* 

CONCERTS 

1 

1:30 

CMH 

Recital 

PC  Seminar 

Tanglewood  Music  Center  Vocal  Schedule  for:  SATURDAY,  JULY  13,  1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 

OPERA  REHEARSALS 

NOTE:  This  schedule  lists  general  information  only,  such  as  which  faculty  coach  and  pianist  will  attend  the 
rehearsal  If  the  schedule  lists  "CAST  Y"  at  10-1,  that  does  not  necessarily  mean  that  the  entire  cast  is 
called  for  the  entire  time.  Check  with  stage  management  every  day  for  your  next  individual  call 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stage 

3.1 

IWAMA/Corliss/*/Cast  X 

2-4 

Stage 

3 2 

IWAMA  from  2:00  until  PAULNACK  returns  from  seminar 

4-6 

Stage 

3.2 

recital^lHB/Lefebvre/Cast  X 
PAULNACK/«*WLefebvre/Cast  Y 

DRESS  REHEARSAL 

8:15pm-8:45 

SOH 

Recital/14th 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

Brown/Group  Y 

COACHINGS 

1-2 

Fitch 

SMITH/Gratland 

2-3 

Fitch 

SMITH/Reimer/Pelletier 

2-3 

Music 

PAULNACKyBrown/Martens 

2-3 

Art 

Zobel/Bogner 

CONCERTS 

3:30 

CMH 

Recital 

PC  Seminar 

8:30 

Shed 

BSO  Concert 

Jessye  Norman 

. 


Tanglewood  Music  Center  Vocal  Schedule  for  SUNDAY,  JULY  14,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 

OPERA  REHEARSALS 

NOTE:  This  schedule  lists  general  information  only,  such  as  which  faculty  coach  and  pianist  will  attend  the 
rehearsal  If  the  schedule  lists  "CAST  Y"  at  10-1,  that  does  not  necessarily  mean  that  the  entire  cast  is 
called  for  the  entire  time.  Check  with  stage  management  every  day  for  your  next  individual  call 

WHEN  WHERE  WHAT  WHO 

10-12  Stage  3 1,3.2,3  3 PAULNACK/BakyLefebvre/Cast  Y 

12:30-2:30  Stage  3 1,32,33  IWAMA^*/Wenaus/Cast  X 

SPECIAL  EVENT 

5:00  Highwood  Tent  Fellowship  Luncheon 


VOCAL  CONCERTS 


8:30 


SOH 


Recital 


Vocal  Fellows 


JUL  14  '9(5  20=44 
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TMC  Vocal  Schedule  for  MONDAY,  JULY  18, 19 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Mlsa  fwama  at  (908)  741-4107. 


OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

10-11:30 

Stage 

Prologue 

PAULNACK/Cortlsa/X  Cast 

11:30-1 

Stage 

Prologue 

PAULNACVC/Corllss/Y  Cast 

2-3:30 

Stage 

1.1 

PAUINACK/Corliaa/Bak/Y  Cast 

3:30-5 

Stags 

1.1 

PAULNACK/Corllsa/Bak/X  Cast 

7-8:30 

Stage 

1.2 

IWAMA/Bak/Lefebvra/Y  Cast 

3:30-10 

Stage 

1.2 

IWAMA/Bak/LefeOvre/X  Cast 

CLASSES  & GROUP  SESSIONS 

10-12:30 

CMH 

PCMC 

3rown/2  Group 

4:30-0:30 

Fltcn 

Master  Class 

William  Crofvt/Z  Group 

AUDITION 

12:45 

CMH 

Ode  to  Napoleon 

CURTlN/GRlFFfTHS 
1 .McMillan  2. Wenaus  3.Guttry  at  1 :Q0 

COACHINGS 

2-3 

Fitch 

Lefebvre/Huffman 

2-3 

Music 

Srown/Jackson 

2-3 

Art 

Gress/Patterson 

2-3 

100 

Reimer/Gufvlch 

3-4 

Music 

Srown/Glldon 

3-4 

Aft 

Gress/Moses 

3-4 

100 

Relmer/Brown 

3-4:30 

Fitch 

Janacek 

GRIFFITH  S/Benaon/PattarsonySlovacek 

3:30-4:30 

101 

Lefebvre/McMIllan 

3:30-4:30 

Chalet 

Wenaus/Gratland 

8:30-7 

Fitch 

Grimes 

PAULNACK/Wenaus/GrifTey/GurevIch 

7-7:30 

Fitch 

Grimes 

PAULNACKA/Venaus/Griffey 

7:30-8:30 

Fitch 

PCS  Group 
individual  session 

PAULNACK/Wenaus 

JlJL  15  '96  00=31  IHfiMA 
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Tanglewood  Music  Center  Vocal  Schedule  for  TUESDAY,  JULY  16,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

10-1 

Stage 

2.1;  2.2 

2-5:30 

Stage 

2.2;  2.1 

7:30-10 

Stage 

2.2 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

1:30-4 

CMH 

PCMC 

COACHINGS 

10:30-11:30 

Fitch 

10:30-11:30 

Music 

10:30-11:30 

Art 

fern 

11-12 

106 

composer 

11:30-12:30 

Music 

11:30-1 

Art 

PCS  group 

11:30-1 

Fitch 

PCS  group 

2-3:30 

Fitch 

PCS  group 

2-3:30 

Art 

PCS  group 

4:30-5 

Music 

Grimes 

5-6 

106 

5-6:30 

Art 

PCS  group 

5-6 

Music 

WHO 

PAUINACK/Corlisa/Wenaus 

IWAMAyCorliss/Ldfefcvre 

HELMRICH/Bak/Wenaus 


Relmer/X  Group 
Gress/Z  Group 


Lefebvra/Slovacek 

Bak/Maniaci 

SMITH/GraUand 

Chen/Pattereon 

Bak/Benson 

SMITH/Brown:  individual  session 
IWAMAyLefebvre:  Individual  session 

GARRETT/Reimer  individual  session 
GRIFFITHS/Baie  Individual  session 

PAULNACK/Wenaus/Doherty 

Brown/GIWon 

HELMRICH/Gress:  individual  session 
PAULNACKWenaus/Gratland 


• 
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Tanglewood  Music  Center  Vocal  Schedule  for  WEDNESDAY,  JULY  17,  1996 


If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741*4107. 


OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stage 

3 

1 WAMA/Lef  ebv  re/Wenaus 

2-5 

Stage 

3 

HELMRICH/Bak 

7*10 

Stage 

TBA 

3ak/Wenaus 

FACULTY  MEETING 

7-9  Iwama  & Iwama  house  Faculty 


CLASSES  & GROUPS 

10-12:30  CMH  PCMC  Stowa/X  Group 


COACHING8 

10:30-11:30 

Fitch 

11:30-12:30 

Fitch 

11:30-12:30 

Art 

11:30-12:30 

Music 

2-3 

101 

2:30-3:30 

Fitch 

2:30-3:30 

Art 

2:30-3:30 

Music 

4-5 

Fitch 

4-5 

Art 

4-5 

Music 

5-6 

Art 

Bak/Benson 

Bak/Manlaci 

Gress/Moses 

RelmerfBrown 

Chen/Patterson 

Brown/Jackson 

Lefebvra/HufTman 

RelmetfGurvich 

Gress/Patterson 

Lefebvre/McMillan 

Relmer/Luxon 


Lefebvre/Slovacek 


■ " 
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TMC  Vocal  Schedule  for:  THURSDAY,  JULY  18, 1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

10-1 

Stage 

Prologue,  1 

1 WAM  A/C  orl  iss/Lef  eOv  re 

2-5 

Stage 

Prologue,  1 

HELMRICH/Bait/Wenaus 

AUDITION 

6-8:30 

Fitch 

Cde  to  Napoleon 

GARRETT/GRIFFITHS 
1.  McMillan  2.  Wenaus  3.  Guttry 

CLASSES  & 

GROUPS 

10-12:30 

CMH 

PCMC 

Zobel/Y  Group 

COACHINGS 

10-11 

Fitch 

GRIFFITHS/Bak/Maniaci 

10-11 

Art 

SMITH/Brown/Gildon 

10-11 

Music 

Wenaus/Gratland 

11-12 

Fitch 

GRIFFITHS/Bak/Bertson 

11-12 

Music 

HELMRICH/Gress/Patterson 

11-12 

Art 

fcm 

SMITH/Gratland 

11-12 

101 

fern 

DE  LEEUW/Luxon/Mosea/Manlaci/Brown 

12-1 

Fitch 

GRIFFITH S/8enson,  Patterson,  Slovacek 

12-1 

Music 

HELMRICH/Gress/Moaes 

12-1 

Art 

SMITH/Brcwn/Jackson 

2:30-3:30 

Art 

IWAMA/Lefe  bv  re/Huff  man 

3-4 

Fitch 

GARRETT/Reimer/Slovacek 

3:30-4:30 

Art 

IWAMA/Lefe  bvre/McMIllan 

4-5 

Fitch 

GARRETT/Reimer/Brown 

4:30-5:30 

Art 

IWAMA/Lefebvre/Gurvlch 

5-5 

Fitch 

GARRETT/Reim  er/Luxon 

CONCERTS 

8:30 

SOH 

Recital 

Shiral  & Hoell 

. 
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Tanglewood  Music  Center  Vocal  Schedule  for  FRHAY,  JULY  19, 1996 


If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  twama  at  (908)  741-4107. 


OPERA  REHEARSALS 

WHEN 

WHERE 

WHAT 

10-1 

Stage 

2 

2-5 

Stage 

2 

5:30-8:30 

Stage 

3 

AUDITION 

1:30 

Maple 

Rehearsal  Hall 

CLASSES  & 

GROUPS 

11-1 

Fitch 

Master  Class 

2-4 

Fitch 

Master  Class 

2-4:30 

Maple 

Rehearsal  Hall 

PCMC 

WHO 

PAULNACK/Wenaus 

HELMRICH/Bak 

IWAMA/Corllss/Lefebvre 

CURTIN/GARRETT/Relmer 

aHIRAI/HOELUGress/Lefeovre/X  Group 
SHIRAI/HOELL/Brown/Wenaus/Z  Group 
Relmer/Y  Group 


COACHINGS 


None 


JUL  16  '96  21=29  IWfiMA 
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TNC  Vocal  Schedule  for  SATURDAY,  JULY  20,  1996 

If  you  notlca  a conflict  In  your  schedule,  leave  a message  for  Mlsa  Iwama  at  (908)  741  -41 07. 


OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

10-1 

Stage 

1.2 

2-8 

Stage 

2.1 

8:30-8:30 

Stage 

TBA 

CLASSES 

& GROUPS 

ii-i 

Art 

PCS  Group 

11-1 

Music 

PCS  Group 

n:3iM 

1UO 

pcs  Group 

11:30-1 

Fitch 

PCS  Group 

11:30-1 

101 

PCS  Group 

2-4 

Fitch 

Piano  Seminar 

4:30-6:30 

c-mH 

Master  Class 

COACHINGS 

4:30-5:30 

Music 

(PCS  Group) 

CONCERTS 


WHO 

P AU  LNACK/C  o ri  Iss/We  n a us 

HELMRICH/Corliss 

IWAMA/LefeDvre 


GARRETT/Relmer/Bnown/Luxcn/SIcvacek 

IWAMA/LsfebvreyGurvicn/Huffman/McMillan 

smi  i t-vorown/Giiaon/uacKson 
HELMRICH/Gress/Mcse  s/Patterson 
GRIFFITHS/Bak/Benson/Manlaci 

GRIFFITH  S/All  Pianists 
SHIRAI/HOELUBak/Reimer/Y  Group 


D^LSEWV;  I 3Upke>3aKsys/Luxon . Moses. 
"'SraniflaTTrown' 

PAULNACK/Wenaus/Gratland 


8:30 


Shed 


BSO  Concert 


* 
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TMC  Vocal  Schedule  for  SUNDAY,  J JLY  21, 1996 


If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  iwama  at  (E  8)  7a.i— ti  07. 


OPERA  REHEARSALS 


WHEN  WHERE  WHAT 

10-1  Stage  3.1 

4-8  Stage  3 & 1 


2_-  V,  ^ ^ ~ 


WHO 

HELMRICH/CorHsa/Lafebv^e 

IWAMA/Cortlaa/Wenaus 


IV 

j cM  1 

to c , & 1 ~~  ( 

L ) 

^ O V % v' 

; T— t / 
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TMC  Vocal  Schedule  for:  MONDAY,  JULY  22,  1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  twama  at  (908)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

10:30-1 

Stage 

Prol,  1.1, 1.2 

HELMRICH/Corllss/Bak/X 

2-5 

Stage 

Prol,  1.1-1. 2-2.1 

PAULNACK/Cortiss/Wenaus/X&Y 

7-10 

Stage 

Prol,  1 & II 

IWAMA;Corliss/Wenaus/XAY 

CLASSES 

12-1  Seranak 

COACHINGS 

Conducting 

Jackson  *Dove  Sono* 

9-11 

Hawthorne  #2 

Ode  to  Napoleon 

KALISH/GRIFFITHS/Quttry  & ans. 

9:30-10:30 

Music 

Reich 

TEUPKE/9rown,  Cobb,  Manlad,  Benson 

10-10:30 

Art 

SM  ITH/Brown/Jackson 

10-11 

Fitch 

Gress/Bogner,  Salters 

10-11 

100 

fcm 

Lafecv  re/Gruber 

10-11 

Chalet 

Reimer/Slovacek 

10-11 

101 

WenausrFlynn 

10:30-11:30 

Music 

Zobel/Hogsed 

10:30-11:30 

Art 

fern 

SMITH/Gratland 

11-12 

101 

Wenaus/ Salters 

11-12 

100 

Lefebvre/Gronlund 

11:30-12 

Art 

SMITH/BrowrVGIIdon 

11:30-12:30 

Music 

IWAMA/Zobel/Bogner 

11:30-12:30 

Chalet 

Gress/Cobb 

11:30-12:30 

Fitch 

Janacek 

GRIFFITHS/Gurvlch,  Huffman,  Martcle,  McMillan,  Norman 

12-1 

101 

Wenaus/Gratland 

12:30-1 

“Itch 

Janacek 

GRIFFITHS/Gurvlch,  Huffman,  MarlcJe,  McMillan,  Norman, 
Benson,  Maniaci,  Patterson,  Slovacek 

1-2 

Music 

Reimer/Luxon 

1:30-2:30 

100 

Gress/Moses 

2-2:30 

Art 

IWAMA/lefebvre/Gurvich 

2-3 

Fitch 

Janacek 

GRIFFITHS/Benson,  Maniaci,  Patterson,  Slovacek 

2-3 

Music 

Reimer/Brown 

2:30-3 

Art 

IWAMA/Lefebvre/Huffman 

3-3:30 

Art 

IWAMA/Lefebvre/McMIllan 

3-4 

100 

Gress/Patterson 

3-4 

101 

Bak/Benson 
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TMC  Vocal  Schedule  for:  TUESDAY,  JULY  23,  1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

9:30-12:30 

Stage 

11.2,  III 

2-6 

Stage 

TBA 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

1:30-4 

Maple  Reh. 

PCMC 

COACHINGS 

7pm-3 

Fitch 

7pm-3 

106 

7pm-8 

101 

7pm-8 

Chalet 

7pm-8 

Art 

7:30-8:45 

CMH 

Berio 

7:30-9:00 

Music 

Reich 

8 pm- 9 

Fitch 

3 pm- 9 

101 

9pm-10:30 

CMH 

fern 

WHO 

PAULNACK/CorliSS/  Y,  X 
IWAMA/Cortlsa/Wenaus/  Y,  X to  observe 


Brown/Grouo  Z 
Gress/Group  Z again 


GARRETT/Zobel/Zom 

Gress/Madcle 

Reimer/SlovaceK 

Lefebvre/Gurvlch 

Brown/JacKson 

IWAMA/Jonsdottir  & ens. 

TEUPKE/Benson,  Brown,  Cobb,  Maniaci 

GARRETT/Gress/Guttry 

Zobel/Gurevlch 

SMITH/Gratland  & ans. 


JUL  23  '36  00=23  IWAMft 
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TMC  Vocal  Schedule  for:  WEDNESDAY,  JULY  24,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Visa  Iwama  at  (906)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

10-1 

Stage 

Run 

8pm-12am 

Stage 

Plano  Dress 

CLASSES 

& GROUPS 

10-12:30 

Maple  Reh. 

PCMC 

2-3 

Seranak 

Conducting 

3-5 

Art 

PCS  Group 

3-5 

Fitch 

PCS  Group 

COACHINGS 

12:30-1:30 

Art 

1:30-3 

Maple  Reh. 

Vaughn  Williams 

1:30-3 

CMH 

2-3 

Art 

fern 

2-3 

106 

2-3 

101 

2-3 

Chalet 

2-3 

Fitch 

2-3:30 

Mualc 

3-4 

101 

3-4 

Chalet 

3-4 

106 

4-4:30 

106 

4-5 

Music 

4-5 

Chalet 

Berio 

4-5 

101 

5-5:30 

101 

5-5:30 

Art 

5-5:30 

106 

5-6 

Chalet 

5-6 

Fitch 

5:30-6 

106 

5:30-6:30 

Art 

Janacek 

WHO 

HELMRICH/Corllss/Wenaua/X,  Y tc  observe 
PAULNACK/Cortlss/Wenaus.  Y 


Stowe/Group  Z 
Jackson  "Dove  Sono* 

GARRETT/Relmer/Brown,  Slovacek.  Luxon 
PAULNACK/Wenaus/Gratland,  Flynn,  Granlund 


GARR  ETT/Lafebvre 

IWAMA/Stowe/Doherty  A ens. 

Chen/Patterson  A ens. 

GARRETTTLefebvre/Gruber 

HELMRICH/Zobel/Hogsed 

Gness/Guttry 

Bnown/Glldcn 

SMITH/Relmer/Pelletler 

GRIFFITHS/Bak/Maniad/Norman 

SMITH/Greas/Cobb 

Brown/Kulish 

HELMRICH/Lefebv  re/Howard 

HELMRICH/Gress/Marlde 

GRIFFITHS/Brown/Tumer 

IWAMA/Jonsdottir 

SMITH/Stowe/Showalter 

SMITH/Brown/Kullsh 

GRIFFITHS/Bak/Benson 

HELMRICH/Gress/Patterson 

IWAMA/Stowe/Wagar 

PAULNACK/Lefebvre/Pelletler 

HELWRICH/Gress/Moaea 

GRIFFITHS/Benson,  Maniad,  Patterson,  Slovacek 


COACHINGS  CO  NT.  ON  NEXT  PAGE 
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COACHINGS.  CONT  FOR  JULY  24 


6:30-7:30 

106 

Brown/GurevIcO 

0:30-7:30 

101 

RelmertOssenfort 

0:30-7:30 

Music 

Zobel/Zom 

8-9 

Music 

language 

SMrTH/Gratland/Yalcin 

CONCERTS 

Please  note:  no  seminar  recital  today 


■ 
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TMC  Vocal  Schedule  for:  THURSDAY,  JULY  25,  13S6 

If  you  notice  a conflict  in  your  schedule.  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

8pm-12am 

Stage 

Orch  dress 

HELMRICH/Corliss/Wenaus/X 

MEETINGS, 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

ZoPel/X 

11-1 

Pitch 

PCS  Group 

HELMRICH/Gress/Moses,  Patterson.  Marlde 

1:30-3:30 

106 

PCS  Group 

GRIFFITHS/Bak/Benson,  Manlaci,  Norman 

1:30-3:30 

Fitch 

PCS  Group 

IWAMA/Iefebvre/Gurvlch,  Huffman.  McMillan 

1:30-3:30 

Music 

PCS  Group 

SMITH/Brown/Glldon.  Jackson,  Kuiish 

4-fl 

Iwama8‘ 

Meeting 

Faculty 

COACHINGS 


9-11 

Hawthorne  2 

Ode  to  Napoleon 

KALISH/GRIFFITH8/Guttry  4 ens. 

10-11 

Fitch 

Reich 

TEUPKE/Brown,  Cobb,  Manlaci,  Benson 

10-11 

108 

Brown/Glldon 

10-11 

101 

Lefebv  re/Huffman 

10-11 

Art 

Reimer/Luxon 

10-11 

Music 

Wenaus/Gratland 

11-12 

Art 

Reimer/Brown 

11-12 

101 

Lefebvre/McMillan 

11-12 

108 

Brown/Jackson 

11-12 

Chalet 

Bak/Maniacl,  Norman 

11:30-12:30 

Music 

fern 

SMITH/GratJand 

12:30-1 

Art 

PAULNACK/Wenaus/Flynn 

1-1:30 

Art 

PAULNACK/Wenaua/Gratland 

1-1:30 

101 

GARRETT/Reimer/Slovacek 

1:30-2 

101 

GARRETT/Reimer/Luxon 

1:30-2:30 

Art 

Vaughn  Williams 

PAULNACK/Gress/Griffey/Undeskov 

2-2:30 

101 

GARRETT/Relmer/Brown 

2-3:30 

CMH 

Chen 

ASBURY/Patterson  & ens. 

2:30-3:30 

Chalet 

Wenaus/Showalter 

2:30-3:30 

Art 

PAULNACK/Reimer/Ossanfort 

COACHINGS  CONT.  ON  PAGE  2 

m 
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COACHINGS,  CONT.  FOR  JULY  25 


2:30-3:30 

4-5 

4-5 

4-5 

4-5 

4-5 


101 

GARRETT/Stowe/Jonsdattir 

101 

Brown/Tumer 

Fitch 

Gress/Moses 

10« 

Relmer/Pellatler 

Art 

Stawa/Wagar 

Chalet 

Wenaus/Granlund 

Art 

Stcwe/Showalter 

101 

Brown/Martens 

Fitch 

Gress/Patterson 

* m i - 


JUL  23  ' 36  00  = 25  IHfiMA 


P.6 


TMC  Vocal  Schedule  for:  FRIDAY,  JULY  26,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

11-3 

Stage 

Piano  dress 

IWAMA/Corllss/Wenaus/X 

4-6 

Stage 

Notes 

PAULNACK/Bak.Wenaus/XAY 

CLASSES  A GROUPS 

10-12:30 

CMH 

PCMC 

Relmer/Z 

COACHINGS 

Please  note:  you  wilt  be  scheduled  for  a coaching  in  the  evening  only  if  there  was  no  other  alternative. 


2-3 

Fitch 

lafebvre/Huffman 

3-4 

Fitch 

Lefebvre/McMIllan 

3-4 

Art 

Bak/Benson 

3-4 

Music 

Relmer/Slovacek 

5-0 

Fitch 

Lefebvre/Gurvlch 

7:30-8 

Fitch 

Wenaus/Granlund 

(you'll  have  the  other  1/2  hour  added  to  i 

7:30-8:30 

Chalet 

Stowe/Gruber 

7:30-8:30 

Art 

Lefebv  re/Howard 

7:30-8:30 

101 

Gress/Maricle 

7:30-8:30 

106 

Brown /Kullsh 

7:30-8:30 

Music 

GARRETT  /Zobel/Qurevlch 

consult  with  MG  regarding  this  coaching 

7:30-9:30 

West  Bam 

Reich 

□E  LEEUW/Cobb,  Benson,  Manlad,  Brown 

8-8:30 

Fitch 

PAULNACK/Wenaus/Granlund 

8:30-9:30 

Fitch 

PAULNACK/Brown/Martens 

8:30-9:30 

Chalet 

Stowe/Jonsdottir 

8:30-9:30 

Art 

Wenaus/Flynn 

8:30-9:30 

Music 

GARRETT/Gress/BognertSalters 

consult  with  MG  regarding  this  coaching 

CONCERTS 


no  seminar  recital  today 
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TMC  Vocal  Schedule  for:  SATURDAY,  JULY  27,  1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  Iwama  at  (908)  741-4107. 

OPERA  REHEARSALS 


WHEN 

WHERE 

WHAT 

WHO 

4:30-8:30 

Stage 

Orch  dresa 

HELMRICH/Corllss/Wenaus/X 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

Stcwe/Y 

1:30-3:30 

Fitch 

Piano  Seminar 

SMITH/all  pianists 

COACHINGS 

10-11 

Fitch 

Bak/Benson 

10-11 

Music 

Brown/ Jackson 

10-11 

Art 

Gress/Patterson 

10-11 

106 

LsteOvre/McMIllan 

10-11 

101 

Reimer/Brown 

11-12 

101 

Relmer/Luxon 

11-12 

106 

Lefebvre/HuTfman 

11-12 

Art 

Gress/Moses 

11-12 

Music 

Brown/Gildon 

11*12 

Fitch 

Janacek 

GRIFFITH  S/Benson,  Slovacek,  Maniad.  Patterson 

11-12 

Chalet 

Wenaus/Gratland 

2-3:30 

Art 

Reich 

0E  LEEUW/Boksys/Benson,  Cobb,  Brawn,  Maniad 

CONCERTS 


8:30 


Shed 


Kirov 
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TMC  Vocal  Schedule  for  SUNDAY,  JULY  28,  1996 

If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  iwama  at  (008)  741-4107. 

OPERA 

WHEN  WHERE  WHAT  WHO 

8 Stage  Performance  Cortlsa/Wenaus/Y  Cast 
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TMC  Vocal  Schedule  for;  MONDAY,  'JLY  29,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iw  at  (908)  741-4107. 

OPERA 

WHEN  WHERE  WHAT  WHO 


11-3  Stage  Filming 


4-7 

Stage 

Filming 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

COACHINGS 

10:45-12:15 

Maple 

Vaughn  Williams 

10:45-12:15 

OCH 

Chen 

10:45-12:45 

Fitch 

11-12 

Music 

4:30-5 

Fitch 

5-5:30 

Fitch 

5-6 

Music 

5-6 

106 

5-6 

101 

7:30-8:30 

Fitch 

7:30-9:30 

OCH 

Reich 

8:30-9:30 

Fitch 

8:30-9:30 

Music 

9:45  pm-10:45 

Maple 

fern 

CONCERTS 

1:30 

CMH 

Recital 

X 

Y 

Lefebvre/Y 

WYNER/IWAMA/Stowe/Doherty  & ens. 

Patterson 

TO:  3ak/Norman;  Fitch  is  reserved  for  you  at  this  time 
If  you  need  it  for  a rehearsal 

Wenaus/Gratland 

iWAMA/Lefebvre/McMIllan 

IWAMA/Lefebvre/Huffman 

Bak/Benson 

Relmer/Luxon 

Wenaus/Granlund 

Lefebvre/McMillan 

DE  LEEUW/Benson,  Brown,  Cobb,  Maniac! 

Lefebv  re/Huffman 

Bak/Norman  (If  you  didn't  rehearse  earlier) 

DE  LEEUW/  (GARRETT)  /Gruber 

P Curtin  Seminar 


< 
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TMC  Vocal  Schedule  for:  TUESDAY,  JULY  30, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Mlsa  Iwarr  ft  (908)  741-4107. 

OPERA  - L’ Enfant 


WHEN 

WHERE 

WHAT 

WHO 

7 pm-9 

Fitch 

pp.  2-31  & 41-50 

SMITH/Zobei/Benson,  Brown,  Gildcn.  Gratland, 
Gurvich,  Jackson,  luxon,  Manlacl.  Moses,  Slovacek 

CLASSES  & GROUPS 

10-12:30 

CMH 

PCMC 

9rown/Z  group 

1:30-4 

CMH 

PCMC 

pianist  tba  (It  will  be  someone  who  s not  playing  on  the 
Luxon  master  cJass)/Y  group 

2-4 

Fitch 

Masterclass 

LUXCN/all  pianists  except  one  for  PCMC/Z  group 

COACHINGS 

8:45  am-10:15 

Hawthorne  2 

Ode 

Guttry  & ens. 

10-11 

Fitch 

H ELM  R 1 C H/Le  f e bv  re/H  o wa  rd 

10-11 

Music 

Gress/Maricie 

10-11 

100 

Stowe/Bogner 

11:30-12:30 

106 

Putz 

Putz/Stowe/Cobb 

11:30-12:30 

Chalet 

Wenaus/Flynn 

11:30-12:30 

Fitch 

HELMRICH/Zobel/Hogaed 

11:30-12:30 

101 

SMITH/Lefebvre/Gronlund 

11:30-12:30 

Art 

GRIFFITHS/Bak/Norman 

11:30-12:30 

Music 

GARRETT/Salters 

4:30-5:30 

Art 

GRIFFITHS/Bak/Manlacl,  Norman 

5-5:30 

Fitch 

Lefebvre/Gurvich 

5-6 

106 

Gress/Bogner,  Sattera 

5-6 

101 

Stowe/Gruber 

5:30-6 

Fitch 

1 WAMA/Lefebvre/Gu  ivich 

5:30-0:30 

Art 

Ode 

GRIFFITHS/Guttry 

7-8 

Music 

Gres3/Cobb 

7:30-8:30 

106 

Lefebvre/Qruber 

8-9 

Music 

Gress/Guttry 

• 
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TMC  Vocal  Schedule  for:  WEDNESDAY,  JULY  31,  1396 

If  you  notice  a conflict  In  your  schedule,  leave  a message  ‘or  Misa  Iwama  at  (908)  741-4107. 


WHEN 

WHERE 

WHAT 

WHO 

CLASSES,  GROUPS  & MEETINGS 

4-5:30 

MUSIC 

Russian 

GRlFc!”HS/all  pianists  & singers 

8-8 

Iwamas’ 

meeting 

faculty 

COACHINGS 

8:45-10:15  am 

Rehearsal  Stage 

Poulenc 

PURVIS/GARRETT/Saltera 

10-11 

Fitch 

Lefebv  re/ Howard 

10-11 

Art 

Gress/Guttry 

10:45-12:15 

Maple 

Vaughn  Williams 

WYNER/IWAMAyStowe/Coherty  i ens. 

10:45-12:15 

Rehearsal  Stage 

Chen 

Patterscn 

11-12 

Fitch 

Szymanovsky 

GARRETT/Lefebv  re/Gruber 

11-12 

108 

Wenaus/Gratland 

11-12 

101 

Zobel/Hcgsed 

12-1 

Fitch 

Mahler 

GARRE~T/Gress/Bogner,  Salters 

7-8  pm 

Fitch 

BrowrvKulish 

7-8 

Art 

Lefebvre/Doherty 

7-8 

108 

Reimer/Cssenfort 

7-8 

Chalet 

Stowe/Jonsdottir 

7-8 

Music 

Wenaus/Safters 

7-8 

101 

Zobel/Zom 

8-9  pm 

FHch 

Brown  /Turner 

8-9 

Art 

Gress/G  riffey/Lindeskov 

8-9 

106 

Reimer/Pelletler 

8-9 

Chalet 

Stowe/Bogner 

8-9 

Music 

Wenaus/Showalter 

8-9 

101 

Zobel/Gurevich 

8-9 

203 

Reich 

TEUPKE/Benson,  Brown,  Cobb,  Maniac! 

8:45-9:45  pm 

East  Bam 

Loevendie 

PURVIS/SMITH/Gratland  4 ens. 

CONCERTS 

1:30  CMH  Recital  P Curtin  seminar 

...end... 


• 
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TMC  Vocal  Schedule  for:  THURSDAY,  AUC  JST  1, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 

WHEN  WHERE  WHAT  WHO 

OPERA 

7-9  pm  Fitch  32-101  SMITH/Brown/tuttl 


COMPETITION 


10:30-12:30  CMH 

12:30-4:15  CMH 


Rehearsals  IWAMA  4 smith 

Auditions  GARRET,  HELMRICH,  IWAMA,  SMITH 


COACHINGS 


10-10:30 

Fitch 

Janacak 

GRlFFiTHS/Maniaci.  Patterson 

10-11 

101 

9afc/Martens 

10-11 

Music 

HELMRICH/Zobel/Hogsed 

10-11 

Art 

Szymanovsky 

GARRETT/Lefebvre/Gruber 

10-11 

106 

Stowe/Showafter 

10:30-11 

Fitch 

Janacek 

GRIFFiTHS/Marlcla,  Norman,  Gurvich,  Huffman,  McMillan 

11-12 

Music 

Wenaus/Fiynn 

11-12 

Fitch 

GRIF=!7HS/Brown/T  umer 

11-12 

Art 

GARRET  T/Zobe  I/Gurevich 

12-1 

Fitch 

GRIFFITHS/Wenaus/Salters 

1:30-2:30 

Fitch 

PAULNACK/Brown/Martens 

1:30-2:30 

101 

Gress/Maricle 

2-3 

Music 

Zobet/Wagar 

2-3 

Chalet 

l8febvre/Gronlund 

2-3 

Art 

GRIFFITH  S/St  owe/Gmber 

2-4 

Rehearsal  Stage  fern 

PURVIS/Gratland  4 ens. 

2:30-3:30 

101 

Gress/Cobb 

2:30-3:30 

108 

Bak/Griffey 

2:30-3:30 

Fitch 

PAULNACK/Wenaus/Showslter 

3-4 

Chalet 

BrowrvKulish 

3:30-4:30 

Fitch 

PAULNACK/Lefebvra/Doherty 

4-5 

Art 

Ralmer/Ossenfort 

4-5 

Music 

Stowe/Jonsdottir 

4-5 

Chalet 

Brown/Gurevich 

4:30-8 

OCH 

Janacek 

DE  LEEUW/GRIFFITHS/Maride.  Norman,  Benson, 
Gurvich,  Huffman,  Maniad,  McMillan,  Patterson 
Slovacek  & ens. 

5-8 

Music 

Stowe/Bogner 

5-8 

Fitch 

Vaughn  Williams 

PAULNACK/Gress/Griffey/Lindeskov 

8:30-7:30 

Fitch 

GARRETT/Zobel/Zom 

7-8 

Music 

Berio 

IWAMAAJonsdottir 

7:30-8:30 

...and... 

Fitch 

GARRETT/Gress/Bogner/Salters 

1 


' 
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TMC  Vocal  Schedule  for:  FRIDAY,  AUGUST  2,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  ;or  Misa  iwama  at  (908)  741-4107. 


WHEN  WHERE 

GROUP  ACTIVITIES 

WHAT 

WHO 

10-12:30 

Maple 

PCMC 

Gress/Z 

10-3 

CMH 

Competition 

IWAMA,  SMITH 

12-4 

CMH 

Competition 

GARRETT,  HELMRICH 

1:30-3 

Music 

Russian  class 

GRIFFiTHS/singers  4 pianists 

5-6:30 

Fitch 

Boheme  audition 

i GARRETT/GRAHAM/HELMRICH/Lefecvre 
Order  1.  Pelletier,  Gruber,  Salters.  Jacx3on,  Gurevich, 
Howard.  Bogner,  Gratland,  Hcgsea,  Moses,  Marlcle, 
Benson,  Wagar,  Turner.  15.  Coco 

7:30-10  OCH 

COACHINGS 

Dress  Rehearsal 

for  recital  on  the  4th: 

GARRETT/SMITH/Brown,  Grass.  Stcwe.  ZoDel/Bogner, 
Gurevich, Griffey,  Martens,  Salters.  Showaitar, 
LlrtCesKov  (Lindeskov  avail,  after  9 pm) 

(Chen  piece  rehearses  Sat.  instead) 

8:45-10:15 

Rehearsal  Stage 

Poulenc 

PURVISVGARRETT/Salters  4 ene. 

10-11 

Art 

HELM  R ! CH/Lafebvreu'Howard 

10-11 

Music 

(PAULNACK  If  avail. VBrown/Martens 

10-11 

101 

Zobe  I/Gurevich 

10:30-11:30 

Fitch 

GRIFFITH  S/Stowe/G  ruber 

10:30-11:30 

108 

Wenaus/Showalter 

11:30-12:30 

101 

Putz 

Putz/St  owe/Cobb 

11:30-12:30 

Music 

BrownyGurevich 

11:30-12:30 

Chalet 

Bak/Martens 

11:30-12:30 

Fitch 

GRIFFITH  S/Wenaus/Saltara 

11:30-12:30 

Art 

Lefebvre/Doherty 

11:30-12:30 

106 

Reimer/Cssenfort 

3:30-4:30 

Fitch 

Gress/CcDO 

3:30-4:30 

Music 

SM 1 TH/B  a k/M  a rtens 

3:30-4:30 

Art 

Janacek 

GRIFFITH S/Maricle.  Norman,  3enson,  Gurvich, 
Huffman,  Maniac!,  McMillan,  Patterson,  Slovacek 

4-5 

106 

IWAMA/Zobel/Wagar 

4:30-5:30 

Art 

GRIFFITH  S/Brown/Tumer 

4:30-5:30 

Music 

SMITH/Stowe/Showafter 

5-6 

106 

Berio 

IWAMA/Berio 

5-6 

Chalet 

Bak/Griffay 

5-6 

101 

Zobel/Zom 

5:30-6:30 

Music 

SMITH/Reimer/Pelletler 

7:30-9 

West  Bam 

Varese 

SPANO/PelletJer  4 ens. 

7:30-9 

...end... 

East  Bam 

Szymanovsky 

DE  LEEUW/Gruber 

• 

* 
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TMC  Vocal  Schedule  for;  SATURDAY,  AUGUST  3,  1S96 


If  you  notice  a conflict  In  your  schedule,  leave  a message  for  Mlsa  Iwa  a at  (908)  741  -41 07. 


WHEN 

WHERE 

WHAT 

WHO 

OPERA 

10-12 

Fitch 

pp.  25-101 

SMlTH/Brown  or  Zobel  tba  depending  on  new 

GROUP  ACTIVITIES 

10-12:30  CMH 

PCMC 

assignments  tba  Thursday/tutti 
Relmer/X 

1-3 

Fitch 

class 

GRAHAM/Z 

3-4 

Fitch 

Q&A 

J.  Mayer/singers  & pianists 

4-6 

Fitch 

Plano  seminar 

GARRETT/pianists 

COACHINGS 

8:45-10:15  am  Hawthorne  2 

Ode 

Guttry  A ens. 

10-11 

Art 

Poulenc 

GARRt  i i /Salters 

10-11 

Music 

GRIFFITHSyStowe/Bogner 

11-12 

Art 

new  PCS  group 

GARRETT/planlst  tba  Thursday 

11-12 

Music 

new  PCS  group 

GRlFFITHSrtba 

12-1 

Fitch 

new  PCS  group 

SMITH/tba 

12-1 

Art 

new  PCS  group 

HELMRICH/tDa 

12-1 

Music 

new  PCS  group 

IWAMA/tba 

1-2 

Art 

Putz 

GARRETT/Putz/St  owe/Cobb 

1-2 

106 

Brown/Martens  (if  needed) 

2-3 

Art 

GARRETT/Gress/Guttry 

2-3 

101 

HEIMRICH/Bak/Grlffey 

2-3 

Music 

SMITH/Lefebvra/Gronlund 

2-3:43 

CMH 

Berio 

BRALVIWAMA/Jcnsdottir  A ens. 

4-5 

West  Bam 

Reich 

DE  LEEUW/Benson,  Cobb,  Brown,  Manlad 

8:30-7:30 

OCH 

Chen 

Patterson 

7-8 

Music 

Stowe/Jonsdottlr 

7-8 

Fitch 

Vaughn  Williams 

Gress/GrlfTeyAJndeskov  (If  needed) 

7-8 

Art 

BRAL/IWAMA/Zobel/Wagar 

CONCERTS 

8:30  Shed 

BSO/Selden 

...end... 


' 


• 
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TMC  Vocal  Schedule  for:  SUNDAY,  AUGUST  4,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Mlsa  Iwama  at  (008:  741-4107. 


WHEN  WHERE  WHAT  WHO 

OPERA 

2-3:30  Fitch  1 & 2 SMITH/Brown  or  Zobel  tba  depending  on  Sat.’s 

scheduled  iftti 


REHEARSALS 

12-1 

Fitch 

new  PCS 

3rcwn/slnger  tba 

12-1 

Music 

new  PCS 

Gress/tba 

12-1 

Art 

new  PCS 

lefebvre/tba 

12-1 

108 

new  PCS 

Stcwe/tba 

12-1 

101 

new  PCS 

Wenaus/tba 

12-1 

Chalet 

new  PCS 

ZoDei/tba 

1-2 

Fitch 

new  PCS 

3rcwn/tba 

1-2 

Music 

new  PCS 

Gress/tba 

1-2 

Art 

new  PCS 

Lefebvre/tba 

1-2 

108 

new  PCS 

Stowe/tba 

1-2 

Chalet 

new  PCS 

ZobellAba 

4-5  or  7-8 

106 

new  PCS 

Lefebvre/tba 

4-5 

Art 

new  PCS 

Stowe/tba 

4-5 

Fitch 

new  PCS 

Zobel/tba 

4:15-6 

West  Bam 

Varese 

SPANO/SMITH/Pelletier  4 ens. 

4:15-0 

East  Bam 

Janacek 

DE  LEEUW/GRIFFITHS/Marlde,  Norman,  Benson, 

Gurvich,  Huffman,  ManlacJ,  McMillan,  Patterson. 
Slovacek  & ens. 


CONCERTS 

8:30  OCH  Recital  Fellows 

...end... 


AUGUST-k,  TANGLEWOOD  MUSIC  CENTER- VOCAL  PROGRAM  CALENDER 


SUNDAY 

MONDAY 

TUESDAY 

WEDNESDAY 

THURSDAY 

FRIDAY 

SATURDAY 

l 

10:00a  PCMC(7/30 
cast) 

8:30p  Fellows  Vocal 
recital  IV 

2 

1 :30p  KG  Russian 
class  02 
3:30p  Kl  Piano 
seminar 

3 

8:30p  BSO/Seidcn 

4 

5 

10:00a  PCMC-Z 
1 :30p  PCMC-X 
4:30p  KG  Russian 
class  #3 

6 

10:00a  PCMC-3 
(Afternoon)  Fellows 
recital  VI 

7 

10:00a  PCMC-Z 
1 :30p  PCMC-X 
4:30p  KG  Russian 
class  #4 

8:30p  Shovhus/Jones 

8 

10:00a  PC  MC  “4” 
Shovhus  Master  Class 
(?) 

9 

1 :30p  Piano  seminar 

Dll 

8:30p  BSO/Shovhus 

10 

1 :00p  KG  Russian  05 

11 

(Morning)  FCM  Vocal 
concert 

12 

10:00a  PCMC-X 
1 :30p  PCMC-Y 

13 

10:00a  PCMC-Y 
l:30p  KG  Russian  #6 

14 

10:00a  PCMC-X 
l:30p  PCMC-Y 

15 

10:00a  PC  MC  “2” 

1 :30  KG  Russian  07 

16 

l:30p  PCS  recital  07 
4:30p  Piano 
seminar/MG 

8:30p  BSO/Vancss 

17 

1 1 :00a  KG  Russian  08 
4:00p  PCS  recital  08 

18 

19 

10:00a  PC  Ind.  “Lucy 
Booth"  sessions 
l:30p  PC  “Lucy 
Booth” 

l:30p  KG  Russian  #9 
8:30p  Fellows  recital 

VI 

20 

10:00a  PC  “Lucy 
Booth” 

1 :30p  PC  “Lucy 
Booth” 

1 :30p  KG  Russian  #9 

21 

22 

23 

24 

8:30p  BSO/Brcwcr, 
Simpson,  Clement, 
Rose 

25 

26 

27 

28 

29 

30 

31 

y-fG-  SUM  1 : S 2 


TMC  Voca!  Schedule  for:  MONDAY,  AUGUST  5, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  twama  at  (908)  741-4107. 
WHEN  WHERE  WHAT  WHO 


GROUP  ACTIVITIES 


10-12 

Filch 

opera 

SMITH/Zobel/tulti  (except  Howard  at  PCMC) 

10-12.30 

CMH 

PCMC 

Stowe/Y 

1-1:15 

OCH 

picture 

everyone 

1:15-145 

Carnage  House  vocal  mtg 

OZAWA/everyone 

7-9 

Fitch 

W Jones  dass 

HELMRICH/singers  & pianists 

COACHINGS 

10-11  am 

Art 

Brown/Gurevich 

10-11 

Music 

Lefebvre/Granlund 

11-12 

Art 

GRIFFITHS/Brown/Tumer 

11-12 

Music 

LefePvre/Kulish 

11-12 

106 

Wenaus'Showalter 

11-12 

101 

Boheme 

Reimer/Pelletier 

12-12:45 

Theater 

dress  reh 

HELMRtCH/BaWGriffey 

2:30-3:30 

Fitch 

GRIFF  ITHS/Stovre/Gruber 

2:30-3.30 

Art 

Gress/Maricle 

2:50-3  55 

Theater 

dress  reh 

HELMRICH/SMVTH/Lefebvre/Reimer/Zobel/Hogsed,  Howard, 

Pelletier 

3:55-4:40 

Theater 

dress  reh 

WYNER/IWAMA/Stowe/Doherty  & ens.  for  Wentock  Edg9 

7:30-9  pm 

East  Bam 

fern 

PURVIS/SMITH/SHELTON/Gratland  & ens. 

9:45-1045 

West  Bam 

Varese 

SPANO/PAULNACK/SHELTON/Pelletier  & ens 

PERFORMANCES 

4 CMH  Recital  P Curtin  Seminar 

...end. 


TMC  Vocal  Schedule  for:  TUESDAY,  AUGUST  6,  1996 


If  you  notice  a conflict  in  your  schedule,  leave 
WHEN  WHERE  WHAT 


GROUP 

ACTIVITIES 

10-12:30 

CMH 

PCMC 

1-2:30 

Music 

Russian 

6:30-8  30 

Fitch 

opera 

COACHINGS 

10-11 

106 

10-11 

Art 

10-11 

Music 

10-11 

Fitch 

Boheme 

10-11 

Chalet 

10-11 

101 

11-11  30 

Fitch 

11-12 

Art 

11-12 

Music 

11-12 

101 

11-12 

Chalet 

11-12 

106 

11:30-12 

Fitch 

6:30-7:30 

Music 

5:30-7:30 

106 

6:30-7:30 

An 

Boheme 

6:30-7  30 

101 

Boheme 

6:30-7:30 

Chalet 

7:30-8:30 

106 

7:30-8:30 

Music 

7:30-830 

101 

Boheme 

7:30-8:30 

Art 

730-8:30 

Chalet 

PERFORMANCES 

3 Theater  TOP 

...end... 


a message  for  Misa  Iwama  at  (908)  741-4107. 
WHO 


Wenaus/Z 

GRIFFITHS/all 

SMITH/Brown/tutti 


3ak/Flynn 

SMITH/Gress/Cobb 

Brown/Turner 

Let'ebvre/Wagar 

Stowe/Ncrman 

Zofcel/Zcm 

GRIFFiTHS/Lefebvre/Granlund 

SMITH/8ak/Martens 

IWAMA/Brown/Gurevich 

Zobel/Wagar 

Stowe/Jonsdottir 

Gress/Maricle 

G R I F F ITH  S/Lefebvre/Kulish 

GARRETT/Stowe/Jonsdottir 

GRIFFITHSAA/enaus/Salters 

Lefebvre/Gruber 

Reimer/Cobb 

Bak/Hogsed 

Zobel/Pelletier 

Stowe/Bogner 

Reimer/Hogsed 

Lefebvre/Gronlund 

Gress/Guttry 


Fellows 


' 


TMC  Vocal  Schedule  for:  WEDNESDAY,  AUGUST  7,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  fcr  Misa  Iwama  at  (S08)  741-4107 
WHEN  WHERE  WHAT  WHO 


L’ENFANT 


10-12 

Fitch 

music 

SMITH/Zobel/tutti  (except  Gratland  wno  arrives  at  1 1) 

12-1  30 

Fitch 

staging  pp.  1-6 

GRAHAM/Slovacek,  Jackson 

1-1  30 

Fitch 

" 

add  SMITH/Zobel 

5-6  30 

Fitch 

music 

SMITH/Brown/tutti 

GROUP  ACTIVITIES 

10-12:30 

CMH 

PCMC 

Bak/X 

12-1:30 

Music 

Class 

SHELTCN/this  class  is  fcr  the  following  people 
Bogner,  Ccob.  Doherty.  Flynn,  Grcmund.  Gratland.  Gruber. 
Guttry.  Hogsed,  Howard.  Mamaci.  Mancie.  McMillan.  Moses 
Patterson.  Reimer,  Salters 

1 30-3:30 

Music 

Piano  Seminar 

HELMRlCH/piamsts 

COACHINGS 

845-1015  am 

Maple 

Ode 

KALISH/GRIFFITHS/Guttry  5 ens. 

10-1 1 

Art 

Poulenc 

GARRETT/Salters 

10-11 

Music 

Brown/Gratland 

10-11 

106 

Gress/Cobb 

10-11 

Chalet 

Lefebvre/Doherty 

10-11 

101 

Stowe/Gruber 

11-11:30 

Art 

GARRETT/Gress/Maricle 

12-12:30 

Art 

SMITH/Stowe/Norman 

12-1 

106 

Brown/Benson 

12-1 

Chalet 

Lefebvre/Brown 

12:30-1  30 

101 

Gress/Huffman 

12:30-1.30 

Art 

Stowe/Gildon 

12:30-1  30 

203 

Wenaus/Luxon 

3-4:15 

OCH 

Reich 

DE  LEEUW/SHELTON/Cobb,  Benson,  Brown.  Mamaci 

3:30-4:30 

Fitch 

Brown/Gurvich 

3:30-4:30 

106 

peimer/Ossenfort 

3:45-4:45 

Reh.  Stage 

Berio 

BRAL/IWAMAAJonsdottir  & ens. 

4-5 

Art 

HELMRICH/Lefebvre/Gronlund 

4-5 

101 

Stowe/P  atterson 

4-5 

Music 

Wenaus/Jackson 

4-5 

Chalet 

Gress/McMillan 

cont.  on  next  page 
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corn,  for  Wednesday,  August  7 


4 30-5  30 

106 

5-6 

Music 

5-6 

Art 

5-6 

101 

5.30-6  30 

106 

5 30-6  30 

Chalet 

7-8 

Art 

7-8 

Music 

7-8 

101 

Boheme 

7-8 

Fitch 

Putz 

7.30-8:30 

West  Barn 

Varese 

GARRETT/Zobel/Zorn 

GRIFFITHS/Stowe/Bogner 

PAULNACK/Wenaus/Showalter 

Lefebvre/Granlund 

IWAMA/Zobel/Wagar 

Bak/Hogsed 

GRIFFITHS/Wenaus/Salters 
Gress/Guttry 
Lefebvre/T  urner 
Stcrwe/Cobb/Putz 

SPANO/PAULNACK/SHELTON/Peiletier  & ens 


PERFORMANCES 

8:30  OCH  Recital  Skovhus/ Jones 

end 


C 0 ' d 
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TMC  Vocal  Schedule  for:  THURSDAY,  AUGUST  8,  1996 


X 0 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (9C8)  741-4107. 


WHEN 

WHERE 

WHAT 

WHO 

GROUP  ACTIVITIES 

10  30-12:30 

Maple 

PCMC 

Reimer/Y 

10  30-12  30 

Art 

PCS  Group 

IWAMA/Brcwn/Benson,  Gurvich,  Gratland 

10:30-12  30 

106 

PCS  Group 

GRIFFITHS/Lefeovre/Brown,  Granlund,  Kulish 

1 30-3 

Music 

Russian 

GRIFFITHS/all  (except  Reich  singers) 

3 30-5  30 

Iwamas' 

meeting 

FACULTY 

4-5  30 

Music 

class 

SHELTON  this  class  is  for  the  following  people 
Gildon,  Granlund,  Gurevich.  Gur/ich,  Huffman,  Jackson, 
Jonsdottir.  Kulish,  Luxon,  Martens,  Norman,  Ossenfort, 
Pelletier,  Schowalter,  Turner,  Wagar.  Wenaus,  Zorn 

7-9  pm 

Art 

Boheme 

HELMRICH/Reimer/Cobb,  Hcgsed,  Ossenfort,  Pelletier 

COACHINGS 

3 45-10:15  am 

Reh  Stage 

Poulenc 

PURVIS/GARRETT/Salters  & ens. 

3:45-10  15 

Maple 

Bach 

Salters  'please  discuss  w / all  involved  faculty 

10-11 

Chalet 

Bak/Maniaci 

10-1030 

Fitch 

SMITH/Stowe/Gildon 

10-11 

101 

Wenaus/Slovacek 

10-1 1 

Music 

HELMRICH/Zobel/Pelletier 

10:30-11 

Fitch 

SMITH/StowefPatterson 

11-11:30 

101 

GARRETT/Gress/Huffman 

11-11:30 

Music 

HELMRtCH/Wenaus/luxon 

11-12 

Chalet 

Bak/Moses 

11:30-12 

Music 

HELMRICH/Wenaus/Jackson 

11:30-12 

101 

GARRET/Gress/McMillan 

12-12.30 

Music 

HELMRICHAA/enaus/Slovacek 

2-3  30 

OCH 

Reich 

DE  LEEUW/SHELTON/Cobb,  Benson,  Brown,  Mamaci 

3-4 

101 

BakJFlynn 

3-4 

Music 

Gress/HufFman 

3-4 

Art 

Boheme 

Lefebvre/Howard 

3-4 

106 

Boheme 

Reimer/Ossenfort 

3-4 

Chalet 

Wenaus/Jackson 

4-5 

106 

Stowe/Patterson 

5-6 

101 

Bak/Howard 

5-6 

106 

Brown/Benson 

5-6 

Chalet 

Gress/McMillan 

cont  on  next  page 
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cont.  for  Thursday,  Aug.  8 


5-6 

Art 

Lefsbvre/Brown 

5.30-6.30 

Music 

Putz 

SHELTON/Stowe/Cobb/Putz 

7-3 

106 

IWAIWVBrown/Gurevich 

7-8 

Music 

PAULNACK/Lefebvre/Doherty 

7-8 

Chalet 

Bak/Martens 

7 30-8-30 

101 

GRIFF  ITHS/Stowe/Gruber 

8-9 

Music 

PAULNACK/Wenaus/Showalter 

8-9 

106 

IWAMA/Zobel/Wagar 

8-9 

Chalet 

Lefebvre/Kulish 

L'ENFANT  staging  rehearsals  are  in  Fitch  with  Carleen  Graham 

when 

oaaes 

who 

11-12  noon 

31-86 

Ossenfort,  Patterson,  Slovacek 

11  30-12 

" 

add  SMITH/Zooel 

1245-1  30 

cats 

Luxon,  Huffman 

1-1-30 

" 

add  SMITH/Zobel 

3-3:45 

14-18 

Gur/ich 

3-15-5 

" 

add  Dana  Brown 

3.45-5 

25-31 

Moses.  Slovacek,  McMillan 

5-6 

18-24 

Zobei/Mamaci,  Gratland 

7-8 

41-51 

K.  Brown,  Slovacek 

7 30 

add  SMITH  (to  end  of  rehearsal)  /Zobel  7:30-8 

8-8:45 

74-76 

Howard,  Slovacek 

8-10:15 

add  Dana  Brown 

8.45-9:30 

9-14 

Benson/Gildon 

9-10-15 

" 

add  Slovacek 

9.30-10:15 

6-8 

add  TUTT1 

end 
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TMC  Vocal  Schedule  for:  FRIDAY,  AUGUST  9,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 


WHEN 

WHERE 

WHAT 

WHO 

GROUP  ACTIVITIES 

10-12 

Fitch 

Boheme 

HELMRICH/lefebvre/Gruber, Howard,  Turner,  Wagar 

10  15-12:30 

CMH 

PCMC 

Gress/Z 

1:30-2:30 

Fitch 

Staging  p.  25 

GRAHAM/Zobel/McMillan,  Moses 

3-4 

Seranak 

Boheme 

HELMRICH/Reimer/Cobb,  Pelletier,  Hogsed.  Ossenfort 

5-6  30 

Music 

Russian 

GRIFFITHS/all  (except  Jonsdottir  at  fcm) 

COACHINGS 

3'45-10'l5  am 

Reh  Stage 

Poulenc 

PURVIS/GARRETT/Salters  & ens. 

8 45-10:15 

Maple 

Bach 

Salters  ‘please  discuss  w/  faculty 

10-10.30 

An 

PAULNACK/Bak/Flynn 

10-1 1 

Music 

Zocel/Pelletier 

10-11 

1C6 

Stowe/Norman 

10:30-11:30 

Art 

PAULNACK/Reimer/Ossenfort 

11-12 

Music 

GARRETT/Zobel/Zorn 

11-12 

101 

GRIFFITH  S/Wenaus/Salters 

11-12 

106 

Putz 

SHELTON/Stowe/Cobb,  Putz 

11  30-12.30 

An 

SMITH/Bak7Martens 

12-1 

Music 

GARRETT/Stowe/ Jonsdottir 

12:30-1:30 

Chalet 

GRIFFITHS/Brown/T  urner 

1 30-2 

Chalet 

GRIFFITHS/Lefebvre/Brown 

1:30-2 

Music 

IWAMA/Brown/Benson 

1 30-2:30 

106 

HELMRICH/Gress/Guttry 

1:30-2:30 

Art 

PAULNACK/Bak/Maniaci  (extra  time  because  no  group  mtg) 

1:30-2:30 

101 

Wenaus/Slovacek 

1 45-3 

West  Barn 

Loevendie 

PURVIS/SMITH/Gratland  & ens. 

2-2:30 

Music 

IWAMA/Brown/Gurvich 

2-3 

CMH 

Szymanovsky 

DE  LEEUW/(GARRETT)/SHELTQN/Gruber  & ens 

2-3 

Chalet 

Stowe/Gildon 

2 30-3 

Art 

PAULNACK/Bak/Moses 

2:30-3:30 

101 

Wenaus/Luxon 

3-4 

Art 

PAULNACK/Lefebvre/Doherty 

3-4 

Music 

Bak/Howard 

3-4:30 

West  Barn 

Janacek 

DE  LEEUW/GRIFFITHS/SHELTON/tutti 

3:30-4 

Fitch 

IWAMA/Brown/Gratland 

cont.  on  next  page 
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cont.  for  Friday,  Aug.  9 


4-5 

Art 

4-5 

106 

4-5 

Music 

4:30-6 

West  Barn 

Berio 

8:45-9.15  pm 

OCH 

Varese  dress 

PERFORMANCES 

8 30  Shed 

end 


PAULNACK/Bak/Hogsed 

SMITH/Gress/Cobb 

GARRETT/Salters 

BRAiyiWAMA/SHELTON/Jcnsdcttir  & ens. 
SPANO/PAULNACK/SHELTON/Pelletier 

BSO/Skovhus 
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TMC  Vocal  Schedule  for:  SATURDAY,  AUGUST  10,  1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  ( 908 ) 741-^107 


WHEN  WHERE  WHAT 


GROUP  ACTIVITIES 


10-12 

Music 

PCS  Group 

10-12 

Art 

PCS  Group 

10-12 

Fitch 

PCS  Group 

10:30-1 

Maple 

PCMC 

11:30-1 

106 

PCS  Group 

12-1 

Fitch 

Staging 

7-3 

Fitch 

Staging  p.  59 

WHO 


GARRETT/Gress/Huffman,  Maricle,  McMillan 
HELMRICH/Wenaus/Luxon,  Jackson,  Slovacek 
SMITH/Stowe/Gildon,  Norman,  Fatterson 
Reimer/X 

PAULNACK/BakyFiynn,  Moses  (Mamaci  at  Reich) 
GRAHAM/SMITH/Zobel/tba 
GRAHAM/SMITH/Brown/Jackson,  K.  Brown 


COACHINGS 

8:45-10  15  am  Maple 

Ode 

KAUSHyGRIFFITHS/Guttry  & ens. 

10-11 

Chalet 

Bak/Moses 

10-11 

101 

Brown/Gurvich 

10:45-12 

OCH 

Reich  dress 

DE  LEEUW/SHELTON/Benson,  Brown,  Cobb,  Mamaci 

11-12 

101 

Brown/Gratland 

12-1 

Music 

GARR  ETT/Gurvich 

12-1 

101 

GRIFFI  l HS/Stowe/Bogner 

5-6 

Music 

Bak/Maniaci 

5:30-6 

OCH 

Loevendie  dress 

PURVIS/SMITH/SHELTON/Gratland 

6-6:30 

OCH 

Berio  dress 

BRAUIWAMA/SHELTON/Jonsdottir 

7-7:15 

OCH 

Szymanov.  dress 

DE  LEEUW/(GARRETT)/SHELTON/Gruber 

7-3 

106 

PAULNACK/Reimer/Ossenfort 

7-3 

Art 

IWAMA/Bak/Howard 

7-8 

Music 

(Wenaus/Luxon  if  needed) 

7 15-8 

OCH 

Janacek  dress 

DE  LEEUW/GRIFFITHS/SHELTON/tutti 

PERFORMANCES 

2 

OCH 

FCM  1 

Reich  & Varese 

end. 


* 


• 

TMC  Vocal  Schedule  for:  SUNDAY,  AUGUST  11,  1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 


L'Enfant  STAGINGS  in  Fitch  w / GRAHAM/SMITH 


2-6 

pianist 

2-3:30 

9-14 

3:30-5 

32-40 

5-6 

52-59 

Brown 

Benson,  Gildon  : add  Slovacek  at  3 

Luxon,  Patterson,  Gratland,  Jackson,  Ossenfort,  Howard,  Huffman,  Gurvich 
Ossenfort,  Maniaci,  Huffman,  McMillan 


7-10 

7- 8 

8- 10 


pianist  Zobel 

64-73  Tutti 

frog  dance  Ossenfort,  Moses,  Gratland,  McMillan,  Gildon 


PERFORMANCES 

10  OCH  FC.M  II  Beno,  Szymanovsky,  Loevendie,  Janacek 

...end 


- { . ' 


TMC  Vocal  Schedule  for:  MONDAY,  AUGUST  12,  1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


WHEN 

WHERE 

WHAT 

WHO 

L'ENFANT 

11-12 

Fitch 

Music 

SMITH/Zobel/Benson,  Gildon,  Moses 
pp.  10-14,  25-31 

2-3:30 

Art 

Pianists 

SMITH/D  Brown/Zobel 

4:30-5:30 

Fitch 

Music 

SMITH/Zobel/Slovacek,  Jackson,  Gurvich,  Maniaci,  Gratland 
K Brown,  pp.  2-9,  14-18,  18-25,  41-50 

5:30-6:30 

Fitch 

Music 

SMITH/D  Brown/tutti 

7:30-10 

Fitch 

Staging 

SMITH/GRAHAM/Zobel  7:30-9/tutti 

S-10  Fitch 

GROUP  ACTIVITIES 

Staging 

add  D Brown 

10-12:30* 

Maple 

PCMC 

Reimer/X  | 

1:30-4 

Maple 

PCMC 

Bak/Z  t 

1:30-3:30  Seranak 

COACHINGS 

Boheme 

Wagar,  Gruber,  Howard,  Turner 

10-11 

106 

Bak/Moses 

10-11 

101 

Brown/Benson 

10-11 

Chalet 

Gress/Huffman 

10-11 

Fitch 

Lefebvre/Brown 

10-11 

Music 

Stowe/Gildon 

10-11 

Art 

Wenaus/Luxon 

11-12 

Art 

Wenaus/Jackson 

11-12 

Music 

Stowe/Patterson 

11-12 

Chalet 

Gress/McMillan 

11-12 

101 

Brown/Gurvich 

11-12 

106 

Bak/Maniaci 

12-1 

Art 

Wenaus/Slovacek 

12-1 

Music 

Stowe/Norman 

12-1 

106 

Brown/Gratland 

12:30-1:30 

Fitch 

Ode 

GRIFFITHS/Guttry 

A O 
1 

A 

IViU^Ks 

HELMR  ICH/Zobel/H  ogsad 

2-3 

Music 

HELMRICH/Gress/Guttry  l *1 

2-3 

Fitch 

GRIFFITHSAA/enaus/Salters 

2-3 

cont.  on  p.  2 

106 

PAULNACK/Reimer/Ossenfort 

cont  for  Mon  Aug.  12 


2-3 

101 

Stowe/Jonsdottir 

3-4 

Fitch 

GRIFFITHS/Stowe/Bogner 

3-4 

101 

Lefebvre/Granlund 

3:30-4:30 

Music 

HELMRICH/Zobel/Pelletier 

3:30-4  30 

Art 

SMITH/Gress/Cobb 

3:30-4:30 

106 

Brown/Gurevich 

4-5 

101 

PAULNACK/Lefebvre/Doherty 

4-6 

Reh  Stage 

Poulenc 

Salters 

4:30-5:30 

Art 

GRIFFITHS/Brown/Tumer 

4:30-5:30 

Chalet 

Bak/Flynn 

4:30-5:30 

106 

Stowe/Gruber 

5-6 

Music 

HELMRICH/Lefebvre/Gronlund 

5-6 

101 

Wenaus/Showalter 

5:30-6:30 

Chalet 

Bak/Hogsed 

5:30-6:30 

106 

Putz 

Stowe/Cobb 

7-8 

Art 

Lefebvre/Kulish 

7-8 

Music 

Wenaus/Flynn 

PERFORMANCES 

8:30  OCH  FCM 

...end... 


TMC  Vocal  Schedule  for:  TUESDAY,  AUGUST  13, 1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


WHEN 

WHERE 

WHAT 

WHO 

L'ENFANT 

4-6 

CMH 

Staging 

SMITH/GRAHAM/Brown/T  utti 

7:30-9 

Fitch 

Music 

SMITH/Brown/Gildon,  Gratland,  Gurvich,  Howard,  Huffman, 

Luxon,  Jackson,  Maniaci,  McMillan,  Ossenfort,  Patterson, 
Slovacek,  pp.  32^11;  52-59;  67-68 

9-10 

Fitch 

Music 

SMITH/Brown/Zobel/T  utti 

GROUP  ACTIVITIES 

10-12:30 

Maple 

PCMC 

Y/Zobel 

10:30-12:30 

Art 

PCS  Group 

GRIFFITHS/Lefebvre/Brown,  Granlund,  Kulish 

10:30-12:30 

Music 

PCS  Group 

HELMRICH/Wenaus/Luxon,  Jackson,  Slovacek 

1:30-3 

Music 

Russian 

GRIFFITHS/all  except  Boheme  & Guttry 

1:30-3:30 

Seranak 

Boheme 

Pelletier,  Cobb,  Ossenfort,  Hogsed 

COACHINGS 

10-11 

Fitch 

IWAMA/Brown/Gurevich 

10:30-11:30 

106 

GARRETT/Stowe/Jonsdottir 

10:30-11:30 

101 

SMITH/Bak/Martens 

10:30-11:30 

Chalet 

Reimer/Ossenfort 

11-11:30 

Fitch 

IWAMA/Brown/Gurvich 

11:30-12 

Fitch 

IWAMA/Brown/Gratland 

11:30-12 

106 

GARRETT/Gress/McMillan 

11:30-12 

101 

SMITH/Stowe/Gildon 

12-12:30 

101 

SMITH/Stowe/Patterson 

12-12:30 

106 

GARRETT/Gress/Huffman 

12-12:30 

Fitch 

IWAMA/Brown/Benson 

12:30-1 

Art 

PAULNACK/Bak/Moses 

12:30-1:30 

106 

GARRETT/Gurvich 

1-1:30 

Art 

PAULNACK/Bak/Maniaci 

1:30-3:30 

Maple 

Ode 

Guttry 

3-3:30 

Art 

PAULNACK/Bak/Flynn 

3-3:30 

101 

SMITH/Stowe/Norman 

3-4 

cont.  on  p.  2 

Music 

Zobel/Zorn 

cont  for  Tues 

Aug  13 

3:30-4:30 

Fitch 

GRIF  F ITH  S/Stowe/Gruber 

3:30-4:30 

Art 

PAULNACK/Wenaus/Showalter 

4-5 

101 

Lefebvre/Gronlund 

4-5 

Music 

Zobel/Wagar 

4:30-5:30 

Art 

PAULNACK/Bak/Hogsed 

4:30-5:30 

106 

Wenaus/Salters 

5-6 

Fitch 

GRIFF  ITHS/Stowe/Bogner 

5-6 

Music 

Zobel/Pelletier 

5-6 

101 

Lefebvre/Doherty 

5-6 

Chalet 

Gress/Guttry 

5:30-6:30 

Art 

PAULNACK/Wenaus/Flynn 

7-8 

Music 

Putz 

Stowe/Cobb/Putz 

PERFORMANCES 

8:30  OCH  FCM  TMCO 

...end... 


TMC  Vocal  Schedule  for:  WEDNESDAY,  AUGUST  14, 1996 


ff  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


WHEN 

WHERE 

WHAT 

WHO 

L'ENFANT 

3:30-5 

Fitch 

Music  SMITH/Zobel 

69- 70  Jackson 

70- 73  Jackson,  Brown 

81-86  Slovacek,  Ossenfort,  Patterson 

25,  31,  50-51,  60,  73  Slovacek 

61-63  Huffman,  Luxon  (Luxon  arrives  at  4) 

5-6 

Fitch 

Music 

SMITH/D  Brown/Zobel/tutti 

7:30-10 

CMH 

Staging 

SMITH/GRAHAM/Brown/Zobel/tutti 

GROUP  ACTIVITIES 

10-12:30 

1:30-4 

1:30 

Maple 

Maple 

Seranak 

PCMC 

pcmc  m 

Boheme 

Stowe/Z 

Lefebvre/Y 

Wagar,  Gruber,  Howard,  Turner 

COACHINGS 

10-11 

Fitch 

PAULNACK/Bak/Hogsed 

10-11 

Art 

IWAMA/ZobelA/Vagar 

10-11 

101 

Lefebvre/Kulish 

11-12 

Art 

IWAMA/Bak/Howard 

11-12 

Fitch 

PAULNACKAA/enaus/Flynn 

11-12 

Music 

HELMRICH/Zobel/Pelletier 

11-12 

101 

Lefebvre/Granlund 

11:30-12:30 

106 

SMITH/Gress/Cobb 

12-1 

Fitch 

PAULNACK/Reimer/Ossenfort 

12-1 

Music 

Zobel/Hogsed 

1-2 

101 

Brown/Benson 

1-2 

Art 

Wenaus/Jackson 

1:30-2:30 

203 

GARRETT/Luxon,  Amos  if  available 

1:30-2:30 

106 

Bak/Maniaci 

1:30-2:30 

Fitch 

Gress/Huffman 

1:30-2:30 

Chalet 

Stowe/Gildon 

2-3 

101 

Brown/Gurvich 

2-3 

Art 

Wenaus/Slovacek 

2:30-3:30 
cont  on  p.  2 

106 

Bak/Moses 

■ 


cont.  for  Wed.  Aug  1 4 


2:30-3:30 

Chalet 

Stowe/Patterson 

2:30-3:30 

Fitch 

Gress/McMillan 

2:30-3:30 

Music 

GARRETT/Zobel/Zom 

3-4 

Art 

Wenaus/Luxon 

3-4 

101 

Brown/Gratland 

3:30-4:30 

Music 

GARRETT/PAULNACK 

4-5 

Chalet 

Bak/Howard 

4-5 

106 

Brown/Tumer 

4:30-5:30 

Music  Poulenc 

GARRETT/Salters 

4:30-5 

Art 

GRIFFITHS/Lefebvre/Granlund 

4:30-5:30 

101 

Stowe/Norman 

5-5:30 

Art 

GRIFFITHS/Lefebvre/Kulish 

5-6 

Chalet 

Bak/Martens 

5:30-6:30 

Art 

GRIFFITHS/Stowe/Gruber 

7-8 

Art 

Bak/Flynn 

t A-tr 

TMC  Vocal  Schedule  for:  THURSDAY,  AUGUST  15, 1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 

WHEN 

WHERE 

WHAT 

WHO 

L'ENFANT 

3:40-6 

CMH 

Staging 

(SMITH)/GRAHAM/Brown/Zobel/T  utti 

7:30-10 

Fitch 

Music 

SMITH/Brown/Zobel/T  utti 

GROUP  ACTIVITIES 

10-12:301 

Maple 

PCMC 

Reimer/X  | 

10:30-12:30 

Music 

PCS  Group 

IWAMA/Brown/Benson,  Gurvich,  Gratland 

10:30-12:30 

Fitch 

PCS  Group 

PAULNACK/Bak/Flynn,  Maniaci,  Moses 

10:30-12:30 

106 

PCS  Group 

SMITH/Stowe/Gildon,  Norman,  Patterson 

11-12:30 

Art 

PCS  Group 

GARRETT/Gress/Huffman,  McMillan 

1:30-3 

Music 

Russian 

GRIFFITHS/all  (except  Guttry) 

4-6 

Iwamas' 

1 

Meeting 

Faculty  ^ 

COACHINGS 

10-11 

101 

GRIFFITHS/Wenaus/Salters 

10-11 

Art 

Gress/Cobb 

10-11 

Chalet 

Lefebvre/Brown 

12-12:30 

101 

H ELMR  1C  H/Wenaus/  Jackson 

12-12:30 

Chalet 

G R 1 FF ITH  S/Lefebvre/Brown 

12:30-1 

101 

HELMRICHAA/enaus/Luxon 

1-1:30 

101 

HELMRICH/Wenaus/Slovacek 

1:30-3:30 

Maple 

Ode 

Guttry 

5-6 

Art 

Putz 

Stowe/Cobb/Putz 

...end... 

"1.0° 

V: oo 


• 
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TMC  Vocal  Schedule  for:  FRIDAY,  AUGUST  16,  1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 


WHEN 

WHERE 

WHAT 

WHO 

L’ENFANT 

10-11 

Fitch 

Music 

SMITH/D  Brown/tutti  except  Howard  & Ossenfort 

11-12 

Fitch 

Music 

SMITH/Zobel/tutti  except  Ossenfort 

1-2:30 

Fitch 

Music 

SMITH/Brown/Zobel/tutti 

6-8:30 

CMH 

L'enfant  dress 

SMITH/GRAHAM/Brown/Zobel/tutti 

This  rehearsal  will  follow  the  seminar  recital  Dinner 
will  be  provided 

GROUP  ACTIVITIES 

10-12 

Seranak 

Boheme 

Pelletier,  Cobb,  Ossenfort.  Hogsed 

COACHINGS 

10-11 

Art 

IWAMA/Bak/Howard 

10-11 

Music 

PAULNACK/Wenaus/Showalter 

10-11 

106 

GARRETT/Zobel/Zorn 

10-12 

Maple 

Bach 

Salters 

11-12 

Art 

IWAMA/Brown/Gurevich 

11-12 

Music 

PAULNACK/Lefebvre/Doherty 

11-12 

106 

GARRETT/Stowe/Jonsdottir 

2:30-3:30 

Art 

HELMRICH/Zobel/Hogsed 

7:30-8:15 

OCH 

Ode  dress 

KALISH/GRIFFITHS/Guttry  & ens. 

PERFORMANCES 


4 fc 

8:30 

...end... 


CMH 

Shed 


Recital 


Seminar 

BSO/Vaness 


* 

TMC  Vocal  Schedule  for.  SATURDAY,  AUGUST  17,  1996 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 
WHEN  WHERE  WHAT  WHO 


GROUP  ACTIVITIES 


1 1\1:30 

Fitch 

Music 

L’enfant  music 
Russian 

SMITH/Brown/Zobel/tutti 
GRIFFITH  S/all 

t-*  / 

O*' 

d 

COACHINGS 

12:30-1:30 
\ 12:30-1  30 

Art 

SMITH/Bak/Martens 
GRIFF  ITHS/Brown/Tumer 

Music 

1:30-2:30 

1:30-2:30 

1:30-3:30 

Fitch 

Art 

Maple 

Bach 

HELMRICH/Gress/Guttry 

IWAMA/Zobel/Wagar 

Salters 

2:30-3:30 

2:30-3:30 

Fitch 

Art 

HELMRICH/Lefebvre/Gronlund 

GRIFFITHS/Stowe/Bogner 

4-6 

Reh  Stage  Poulenc 

Salters 

PERFORMANCES 

- 

CMHI 

Fitch 

L'enfant 

recital 

SMITH/GRAHAM/tutti 

Bak/Zobel/Hogsed,  Howard 

...end... 


' 
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REVISED  TMC  Vocal  Schedule  for:  SUNDAY,  AUGUST  18, 1996 

This  schedule  replaces  the  old  schedule 


If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwarna  at  (908)  741-4107. 
WHEN  WHERE  WHAT  WHO 

DRESS  REHEARSAL  FOR  AUG  18  RECITAL 


2:10-2:45  OCH 


Poulenc 


GARRETT/Salters  & ens. 


DRESS  REHEARSAL  FOR  AUG  19  RECITAL 


2:45-5:45  OCH 

COACHING 

7-8  Fitch 

PERFORMANCES 


10  am 
8:30  pm 

...and... 


OCH 

OCH 


FACULTY/Fellows 


. L $ , 


Bak/Patterson 


\r~(  I 0*^ 


DCS-  cu-Xti 


Schonbarg 

Poulenc 


Guttry 

Salters 


C C«k\Cv^L 


TMC  Vocal  Schedule  ADDITION  for  SUNDAY,  August  18,  1996 

Please  post  alongside  the  schedule 


WHEN  WHERE 

2:45-5:45  OCH 


WHAT  • 

Dress  Rehearsal  Order  for  Aug  1 9 Recital 

1 . Salters  (WYNER) 

2.  Zobel/Pelletier  (HELMRICH) 

3.  Stowe/Bogner  (GRIFFITHS) 

4.  Wenaus/Salters  (GRIFFITHS) 

5.  Zobel/Wagar  (IWAMA) 

6 Brown/Tumer  (GRIFFITHS) 

7.  Stowe/Jonsdottir  (GARRETT) 

8.  Gress/Cobb  (SMITH) 

9.  Wenaus/Schowalter  (PAULNACK) 


4* 

HL 
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TMC  Vocal  Schedule  for:  MONDAY,  AUGUST  19, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107 


WHEN 

WHERE 

WHAT 

WHO 

GROUP  ACTIVITIES 

2-3:30 

Music 

Russian 

GRIFFITHS/AII 

5-5.30 

OCH 

Dress  Rehearsal 

Brown/Gurevich  (IWAMA) 

P.  CURTIN’S  LUCY  BOOTH 


10 

Mam  House/A 

Zorn 

10:20 

Main  House/A 

Kulish 

10:40 

Main  House/A 

K.  Brown 

11 

Main  House/A 

Flynn 

11:20 

Main  House/A 

Norman 

11:40 

Mam  House/A 

Bogner 

12 

Main  House/A 

Maniaci 

COACHINGS 

10-11 

Art 

PAULNACK/Bak/Maniaci 

11-12 

Fitch 

IWAMA/Brown/Gurevich 

11-12 

Art 

PAULNACK/Bak/Moses 

12-12:30 

Fitch 

IWAMA/Brown/Gurvich 

12-1 

106 

H E LM  R 1 C H/G  res  s/Guttry 

12-1 

Art 

PAULNACK/Reimer/Ossenfort 

12-1 

Music 

SMITH/Bak/Patterson 

1-1:30 

Music 

GRIFFITHS/Lefebvre/Granlund 

1-2 

106 

HELMRICH/Wenaus/Luxon 

1:30-2 

Music 

GRIFFITHS/Lefebvre/Kulish 

3:30-4:30 

Art 

HELMRICH/Lefebvre/Gronlund 

3:30-4:30 

Fitch 

PAULNACK/Bak/Flynn 

4:30-5:30 

Art 

HELMRICH/Wenaus/Slovacek 

4:30-5:30 

Fitch 

PAULNACK/Lefebvre/Doherty 

PERFORMANCES 

8:30 

...end... 


OCH 


Recital 


Fellows 


• * & 
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TMC  Vocal  Schedule  for:  TUESDAY,  AUGUST  20, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 


WHEN 

WHERE 

WHAT  * 

WHO 

GROUP  ACTIVITIES 

9:30am-12:30 

Fitch 

Piano  Seminar 

1 WAM  A/P  A U LNAC  K/a  1 1 pianists 

4:30-6:30 

OCH 

Dress  Rehearsal 

1.  Zom/Zobel  (GARRETT) 

(Order) 

2.  Bak/Martens  (SMITH) 

3.  Lefebvre/Gronlund  (HELMRICH) 

4.  Reimer/Ossenfort  (PAULNACK) 

5.  Gress/Guttry  (HELMRICH) 

6.  Lefebvre/Doherty  (PAULNACK) 

7.  Stowe/Cobb/Putz 

P.  CURTIN’S  LUCY  BOOTH 

10 

Main  House/A 

Cobb 

10:20 

Main  House/A 

Doherty 

10:40 

Main  House/A 

McMillan 

11 

Main  House/A 

Jonsdottir 

11:20 

Main  House/A 

Pelletier 

11:40 

Main  House/A 

Wagar 

12 

Main  House/A 

Patterson 

COACHINGS 

11:30-12:30 

Art 

GARRETT/Maniaci 

7-8 

Fitch 

GARRETT/Zobel/Zom 

PERFORMANCES 


2 

...end... 


CMH 


Recital 


Seminar 


. 


^ u 
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TMC  Vocal  Schedule  for:  WEDNESDAY,  AUGUST  21, 1996 

If  you  notice  a conflict  in  your  schedule,  leave  a message  for  Misa  Iwama  at  (908)  741-4107. 
WHEN  WHERE  WHAT  _ WHO 

GROUP  ACTIVITIES 

12-2  Iwamas'  Meeting  FACULTY 

P.  CURTIN'S  LUCY  BOOTH 

10  Mam  House/ A 

10:20  Main  House/A 

10:40  Mam  House/ A 

1 1 Mam  House/A 

PERFORMANCES 

2:30  OCH  Recital  Fellows 

830  OCH 

...end  . really  the  end. 
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TMC  VOCAL  SCHEDULE  FOR  misa.wks 
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Bass 


Charles  DeRamus 
John  Grillo 
Donald  Hovvey 
Xinlai  Jiang 
Eric  Larson 
Robert  Rolnver 
Mary  Wheelock 

668  Cresthill  Ave.  NE.  Atlanta.  GA  30306 
2301  E.  2nd  St.,  Apt.  19,  Bloomington.  IN  47401 
18  Hudson  Road.  Sudbury,  MA  01776 

Juilliard  Student  Box  314,  60  Lincoln  Center  Plaza,  New  York,  NY  10023 
1 104  Yorkshire  Way,  Westminster.  MD  21  158 
1376  Haverston  Road.  Lyndhurst.  OH  44124 
271  S.  15th  St..  #603,  Philadelphia.  PA  19102 

(404) 885-1330 
(812)332-8627 
(508)  443-9331 

(410) 848-9474 
(216)461-8415 
(215)  731-1666 

Flute 

Lisa-Maree  Amos 
Dionne  Marie  Hansen 
Hilary  Lynch 
Elizabeth  Rowe 
Todd  Sk itch 

580  Main  Street.  #E106.  Roosevelt  Island.  New  York.  NY  10044 

21  W 755  Glen  Crest  Drive,  Glen  Ellyn.  1L  60137 

333  W.  86th  St..  Apt.  908.  New  York.  NY  10024 

336  2 1 st  Street.  Miami  Beach.  FL  33139 

RR  #4.  Lakefield.  Ontario.  KOL  2110  CANADA 

(212) 752-3967 

(212)721-6588 
(503)484-9101 
(705)  654-4327 

Oboe 

Erin  Gustafson 
Lisa  McCullough 
Lora  Schaefer 
Rebecca  Schweigert 
Sandy  Stimson 

1 1424  Karshner  Rd.  E.,  Puyallup.  WA  98372 
33  Bogart  Avenue.  Port  Washington,  NY  1 1050 
9251  Burdine  #308,  Houston,  TX  77096 
4120  Town  line  Road  Gaylord,  Ml  49735 
1 1 1 East  Avenue  #605,  Rochester.  NY  14604 

(212)465-7581  in  NYC 

(516)  883-5924 
(713)721-0863 

(517)  732-6048 
(716) 325-1 105 

Clarinet 
Carey  Bell 
Michael  Bepko 
Sarah  Elbaz 
Benjamin  Fingland 
Jean-Philippe  Vivier 
Amanda  McIntosh 

1721  Craigmont.  Eugene.  OR  97405 

15923  Lake  Lodge  Drive,  Houston.  TX  77062 

18  Ringelblum  St.,  Beer-Sheva.  84580  ISRAEL 

Juilliard  Student  Box  149,  60  Lincoln  Center  Plaza,  New  York,  NY  10023 

69,  rue  Ginguene.  Rennes,  35000  FRANCE 

c/o  Claudia  Walker,  Apartado  2125.  1 5080  La  Coruna.  SPAIN 

(541)342-7348 

(713)480-9869 

972-7-491561 

(212)496-4461 

(214)393-7766  (home) 

Bassoon 
Vance  Lee 
Jose  Lozano 
Kenneth  Moses 
Douglas  Quint 
Laurel  Sharp 

1121  Franklin  Street.  Santa  Monica.  CA  90403 

Calle  Duque  de  Tamames.  No.  32.  5oE.  Orihuela  Alicante  03300.  SPAIN 
217  Schweppe  Drive,  Boerne.  TX  78006 
151  W.  78,  #4C.  New  York.  NY  10024 
8201  Croton  Road.  Johnstown.  OH  43031 

(310) 818-2718 
34  5305950 
(210)  249-4147 
(212)496-9740 
(614)967-3607 

Horn 

Dana  Christensen 
Joshua  Garrett 
Haley  Hoops 
Neil  Kimel 
Michael  Mayhew 
Jennifer  Montone 

217  S.  Concord  Avenue.  Watertown.  WI  53094 
3027  Clement  St.,  #3,  San  Francisco.  CA  94121 
22978  Brook  Forest,  Novi,  MI  48375 
336  21st  Street,  #206.  Miami  Beach,  FL  33139 
336  21st  #122,  Miami  Beach,  FL  33  139 

Juilliard  Student  Box  606,  60  Lincoln  Center  Plaza.  New  York,  NY  10023 

(414)  261-4929 

(415)  221-6825 
(810) 349-0036 
(305) 532-0565 
(315) 531-6525 
(703)250-6810 

Truirmet 
Kevin  Finamore 
Mark  Flegg 
David  Prentice 
Christopher  Still 
Ben  Wright 

469  West  57th  Street,  New  York,  NY  10019 
420 1 3 Carriage  Cove  Circle,  Canton,  Ml  48187 
1 Glassel  Road.  Easterhouse,  Glasgow,  SCOTLAND 
28R  Spring  Park  Avenue,  Jamaica  Plain.  MA  02130 
1894  E.  123rd  St..  #5,  Cleveland.  OH  44106 

(212) 581-2547 
(313)  981-9483 
44  973  862  973 
(617)  524-61  18 
(216) 721-9685 

Tenor  Trombone 
Marcos  Max  Vails  Martin 
James  Nova 
Jarod  Vermette 

36  Long  Avenue.  #1.  Allston,  MA  02134 
12-4  Arthur  Drive.  S.  Windsor.  CT  06074 
170  Soule  Road.  Wilbraham.  MA  01095 

(617) 782-3294 
(860) 644-2856 
(413) 596-3827 

Bass  Trombone 


Scott  Thornton 


5150  Diamond  Heights  Blvd..  #B306.  San  Francisco.  CA  94131 


(415)642-9796 


TANGLEWOOD  MUSIC  CENTER 
1996  FORWARDING  ADDRESS  LIST 


Violin 
Ralph  Allen 

MarcusBarcham-Stevens 
liana  Blumberg 
Cristina  Buciu 
Glen  Cherry 
Hilary  Foster 
Anuschka  Franken 
Shigetoshi  Furuta 
Andrew  Grams 
Candace  Guirao 
Lisa  Hansen 
Carolyn  Huebl 
John  Kim 
Beth  Kipper 
Salley  Koo 
Elise  Kuder 
Christopher  Neal 
Ursula  Nelius 
Yuka  Nishino 
Dennis  O’Boyle 
Duane  Padilla 
Daniel  Padilla 
Stefanie  Riego 
Wenyi  Shih 
Yuko  Tomonaga 
Biliana  Voutchkova 
Julide  Yalcin 
Sarah  Zaharako 

Viola 

Karin  Brown 
Kimberly  Foster 
Jessie-Leah  Greenbaum 
Kate  Holzemer 
Hui-Fang  Hsu 
Abigail  Kubert 
Sun-Young  Lee 
Anne  Lindeskov 
Paul  Reynolds 
Emily  Schaad 
Chi-Chuan  Teng 
Andra  Voldins 

Cello 

Rebecca  Carrington 
Walter  Haman 
Roy  Harran 
Doris  Hochscheid 
Iris  Jortner 
Marika  Kobayashi 
Alexandra  Mackenzie 
Jan  Muller-Szeraws 
Paige  Riggs 
Lawrence  Stomberg 
Rupert  Thompson 
Nicholas  Tzavaras 
Aron  Zelkowicz 


P.O.  Box  1 193.  Miller  Place,  NY  I 1 764 

Barcham  Farm.  Soham,  Cambridgeshire,  CB7  5TU  ENGLAND 

29  Commonwealth  Terrace,  #1,  Brookline,  MA  02146 

368  Corey  Street.  West  Roxbury,  MA  02132 

336  2 1st  Street,  Miami  Beach,  FL  33139 

1014  North  67th  Circle,  Omaha,  NE  68132 

Prinsegracht  3 G.  25 12  EW  Den  Haag,  THE  NETHERLANDS 

801  E.  Hunter,  #7,  Bloomington,  IN  47401 

8231  Reece  Heights  Drive,  Severn.  MD  21 144 

3027  Clement  St„  #3,  San  Francisco,  CA  94121 

930  Forest  Avenue.  Zanesville,  OH  43701 

136  South  Highland,  Dearborn,  Ml  48124 

2 1 6 W.  1 00th  St..  #309,  New  York.  NY  1 0025 

3609  Lakeview  Drive.  Gainesville.  GA  30501 

196  Cabot  Mail  Center,  Cambridge.  MA  02138-7521 

OCMR  Box  1471.  Oberlin,  OH  44074 

2200  Fuller  Rd..  #1  I 13B,  Ann  Arbor.  Ml  48105 

c/o  Bagrinzew.  Schulweg  31,  Hamburg  20259  GERMANY 

1 134-22  Isshiki,  Hayama-machi.  Miura-gun,  Kanagawa  240-01  JAPAN 

5336  Aldrich  Ave.  S..  Minneapolis.  MN  55419 

823  East  Acacia  Avenue.  Glendale,  CA  91205 

823  East  Acacia  Avenue,  Glendale.  CA  91205 

OCMR  Box  2050.  Oberlin.  OH  44074 

P.O.  Box  508,  Boston,  MA  02123 

3-6-13  Jvosuishin-cho,  Kodaira.  Tokyo  187,  JAPAN 

65  W.  95  St.,  #3  F,  New  York.  NY  10025 

Kuyucak  sok.  2/8.  Filiz  apt.  S.  Baglari,  Ankara,  TURKEY 

1 1 1 E.  Lorian.  Apt.  I A,  Oberlin,  OH  44074 


OCMR  Box  398.  Oberlin,  OH  44074 

1200  NE  Territorial  Drive,  #12,  Canby,  OR  97013 

298  Montague  Road.  Amherst,  MA  01002 

OCMR  Box  1225.  Oberlin,  OH  44074 

74  W.  69th  St.,  #2E,  New  York.  NY  10023 

1630  Worcester  Road,  #428C,  Framingham,  MA  01701 

262  Oriole  Parkway,  Toronto.  Ontario.  M5P  2H3  CANADA 

Guldborgvej  3,  3th,  DK-2000  Frederiksberg  DENMARK 

3904  Denise  Ct.  NE.  Albuquerque.  NM  87111 

Juilliard  Student  Box  720.  60  Lincoln  Center  Plaza.  New  York,  NY  10023 
204  E.  Norwich  Avenue,  Columbus.  OH  43201 
131  Langdon  Street,  Newton.  M A 02158 


1919  1/2  South  Boulevard.  Houston.  TX  77098 

33  Gainsborough  St.,  #207,  Boston.  MA  02115 

1 1 1 East  Avenue.  #241.  Rochester,  NY  14604 

Overtoom  322  IV.  1054  JD  Amsterdam,  THE  NETHERLANDS 

50  Beeri  St..  Tel  Aviv,  64233  ISRAEL 

313  W.  88th  St..  Apt.  A,  New  York.  NY  10024 

6 View  Road.  Highgate,  London.  N5  4DA  ENGLAND 
1 197  Boylston  St..  Apt.  33,  Boston.  MA  02215 

7 Strongs  Lane.  Setauket,  NY  1 1733 

1511  East  Patterson  Street.  Kirksville.  MO  63501 
7 Strongs  Lane.  Setauket.  NY  11733 
774  Columbus  Ave..  #5,  Boston.  MA  02120 
497  Clemson  Drive.  Pittsburgh.  PA  15243 


(516)474-7024 
44  1353  721  073 

(617)469-6728 
(305)  534-5271 

31  70  3467115 


(415)  751-2749 
(614)454-1 103 
(313)  359-0253 

(770) 532-1888 
(847)675-1 172 

(313)  994-8057 
49  172  512  7632 
81  468-75-5697 
(612) 824-2494 
(818)243-6084 
(818)243-6084 

(617) 859-7097 
81-423-43-2295 
(212)222-8629 

(216) 775-7025 


(408)429-1498 
(503)  266-6181 
(413)549-6478 

(212) 721-4703 
(508) 820-8306 
(416)481-5723 
45-31194399 
(505)  275-7335 
(212) 799-4788 
(614)298-0666 
(617)  969-2310 


(713) 520-1519 

(716) 262-2296 
31  20  6894437 
972  3 6955848 
(212) 595-5374 
44  181-341-5231 
(617)  536-7984 
(516) 751-6604 
(816) 665-3851 
(516)689-5721 
(617) 445-0737 
(412)279-8629 


Tuba 

Randall  Montgomery  221  E.  South  Avenue.  Greenville.  IL  62246 


Percussion 

Edward  Atkatz  966  Chestnut  Street,  Newton,  M A 02164 

Lorenzo  Ferrandiz  Carrillo  c/o  Javea.  18  San  Vicente  Del  Raspeig,  03690  Alicante  SPAIN 

Eric  Millstein  1 12 12  Blackhorse  Court,  Potomac.  MD  20854 

Joseph  Pereira  4 Seabrook  Court.  Stony  Brook.  NY  1 1790 

Michael  Sharkey  4408  1/2  Austin.  Houston.  TX  77004 

Matthew  Strauss  7 Foothill  Lane.  Dix  Hills,  NY  11746 


Haro 

Valerie  Muzzolini  1810  Rittenhouse  Sq..  #1905,  Philadelphia,  PA  19103 

Tomoko  Sato  601  W.  I 1 0th  St..  #6K1,  New  York.  NY  10025 


Piano 

Marta  Aznavoorian 
Xak  Bjerken 
Alon  Goldstein 
Stewart  Goodyear 
Albert  Kim 
Naomi  Niskala 
Jean  Schneider 
Jeff  Tomlinson 
Miri  Yampolslcy 


419  Valencia  Avenue.  Barrington.  IL  60010 
384  Brooktondale  Road.  Brooktondale.  NY  14817 
606  St.  Paul  Street,  Baltimore,  MD  21202-2355 
1500  Locust  St..  #PI02,  Philadelphia.  PA  19102 
55  Hampshire  Drive,  Glastonbury.  CT  06033 
554  W.  Broadway,  Port  Jefferson.  NY  1 1777 
5 Osprey  Lane.  E.  Setauket.  NY  I 1 733 

Student  Living  Center  Box  240,  100  Gibbs  Street.  Rochester,  NY  14605 
606  St.  Paul  St..  Box  214.  Baltimore.  MD  21207-2355 


Composition 
Kevin  Beavers 
Shih-Hui  Chen 
Alexander  Kalogeras 
Kevin  Putz 
Lisa  Reim 
Thoma  Simaku 
Karen  Tanaka 


2222  Fuller  Court,  #3I4A,  Ann  Arbor,  Ml  48105 

1 I Grace  Street.  Malden,  MA  02148 

1 7 Eliot  Street.  Medford,  M A 02155 

746  N.  State  Street.  Alma,  MI  48801 

39  Bamford  Road,  Didsbury,  Manchester,  M20  ENGLAND 

6 McHugh  Court.  Heslington,  York.  Y01  5ET  ENGLAND 

2 1 , rue  du  Clos  Feuquieres.  750 1 5 Paris,  FRANCE 


Conducting 

Gabriel  Feltz  Moislinger  Allee  86B,  23558  Lubeck.  GERMANY 

Daisuke  Soga  Blutenstrasse  23/5/62,  A-4040  Linz.  AUSTRIA  phone  & fax 


Voice 

Anna-Maria  Bogner 
Jennifer  Cobb 
Thomas  Doherty 
Anthony  Griffey 
Carolyn  Gronlund 
Alexandra  Sari  Gruber 
Michaela  Gurevich 
Paul  Guttry 
Scott  Hogsed 
Bradley  Howard 
Inga  Jonsdottir 


Andrew  Martens 
David  Ossenfort 
Sarah  Pelletier 
Stephen  Salters 
Mark  Schowalter 
Stafford  Turner 
Amy  Wagar 
Amy  Zorn 


Auf  der  Scheierhviese  7,  Dachau  85221,  GERMANY 

6725  Camaridge  Lane.  Cincinnati.  OH  45243 

364  Bent  Crescent,  Richmond  Hill,  Ontario.  L4C  1C3  CANADA 

408  W.  48th  St..  #2RE,  New  York.  NY  10036 

31  15  S.  Bay  view  Street.  Seattle.  WA  98144 

170  W 73rd  St..  #10D,  New  York.  NY  10023 

3 1 7 W.  74th  St..  #2C,  New  York.  NY  1 0023 

61  Waverley  Street.  Belmont,  M A 02178 

2765  Rock  Creek  Drive,  Marietta.  GA  30064 

577  Oakdale  Road  NE.  Atlanta.  GA  30340 

Hraunteigur  14,  ISO  105  Reykjavik.  ICELAND 

47,  Rue  St.  Vincent.  75018  Paris  FRANCE 

3 1 7 W.  74th  St..  #2C.  New  York.  N Y 1 0023 

P.O.  Box  846.  Mt.  Kisco.  NY  10549 

2906  Quail  Ridge  Drive,  Plainsboro.  NJ  08536 

Opera  de  Bastille.  Centre  Formation  de  Lyrique.  Paris  75012  FRANCE 

7336  Hillcrest  Drive.  Wauwatosa.  Wl  53213  (414)  476-0665  or 

37  West  Hollister  St..  Apt.  A.  Cincinnati.  OH  45219 

300  W.  55th  St..  #3M.  New  York.  NY  10019 

321  W.  90th  St.,  #6F.  New  York.  NY  10024 


(618)  664-4602 


(617) 969-3813 
45  65662545  (fax) 
(301)983-0881 
(516) 751-1431 
(713)  529-3329 
(516)254-6330 


(215) 545-6628 
(212)316-6716 


(847) 304-1709 


(215)  732-0546 
(860)  657-2190 
(516)473-0328 
(516) 246-8032 
(716) 274-1251 
(410) 244-3007 


(313)  913-2991 
(617) 321-4681 
(617)396-1269 
(517) 463-1027 
44  161  434  9937 
44  1904  430652 
33  1 4531  0882 


49-451-8131971 

43-732-716-748 


49-8131-83971 
(800)  589-8206  #21404 
(905) 884-5264 
(212)582-6832 
(206) 723-1436 
(212) 875-4880 
(212)496-2075 
(617)  484-5353 
(770) 424-9526 
(404) 223-0778 
354-5688563 
33-1-53281041 


(609)  683-4480  X 30 
(617)  782-0662  (Boston) 
(612)644-5055 
(513)421-9239 
(212)974-0301 
(212)  799-9678 


C 


Vocal  Coach 
Edward  Bak 
Dana  Brown 
Gary  Gress 

Marie-FranceLefebvre 
Pamela  Reimer 
Cameron  Stowe 
Grant  Wenaus 
David  Zobel 


103  W.  Monument  St..  #4A,  Baltimore,  MD  21201 
1703  Broadview  Lane,  #105,  Ann  Arbor,  Ml  48105 
P.O.  Box  741.  Exton,  PA  19341 
2515  1<  Street  NW.  #5  12.  Washington,  DC  20037 
4108  Clark.  Montreal,  Quebec.  H2W  1 W9,  CANADA 
280  Riverside  Dr..  #1K.  New  York.  NY  10025 
1067  Barton  Dr..  #116.  Ann  Arbor.  Ml  48105 

Juilliard  Student  Box  739,  60  Lincoln  Center  Plaza,  New  York,  NY  10023 


(410) 539-7470 
(313) 761-2072 
(610)363-5333 
(202)333-7419 
(514)  288-8052 
(212)662-2272 
(313)  662-5361 


Chamber  Ensemble  Residency 


Zurich  Piano  Trio 

Christiane  Frucht  5 Elisabethstr.,  30559  Plannover,  GERMANY 

Joel  Marosi  Buchholzstr.  1 1 7.  CH8053  Zurich,  SWITZERLAND 

Patrick  McDermott  Chapfstr.  I 1 5.  8 126  Zumikon.  SWITZERLAND 


49-511-525725 
41  1 381  73  51 
41  1 918221  1 


Sausalito  String  Quartet 
Matthew  Lav  in 
Nicholas  Lozovsky 
Paul  N ah  has 
Luigi  Peracchia 


1562  1 1th  Avenue.  San  Francisco.  CA  94112 
1562  I 1th  Avenue.  San  Francisco.  CA  94112 
1562  1 1th  Avenue.  San  Francisco.  CA  94112 
1562  1 1th  Avenue.  San  Francisco.  CA  941 12 


(415)  664-81  13 
(415)664-8113 
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Tim 


The  Tanglewood  Music  Center 

presents 

An  Evening  of  Music 


in  honor  of 

Master  Teacher  and  Renowned  Soprano 

PHYLLIS  CURTIN 


with  special  guest 

SHERRILL  MILNES 

and  other 

Tanglewood  Music  Center  Alumni 


Phyllis  Curtin  enjoyed  a full  time  career  as  a concert 
and  opera  singer  for  38  years.  This  career  took  her  to 
major  opera  houses  and  festivals  in  the  US  and 
abroad  and  included  the  Vienna  Staatsoper,  La  Scala, 
Teatro  Colon,  the  Metropolitan  Opera,  and  the  New  York  City  Opera.  She 
was  a frequent  soloist  with  the  leading  symphony  orchestras  of  the  US 
and  many  in  Europe  as  well  as  in  Israel,  Australia,  and  New  Zealand. 

Ms.  Curtin  was  heard  in  American  premieres  of  Benjamin  Britten's  opera, 
Peter  Grimes.  Later  she  sang  the  leading  female  role  of  Ellen  Orford  at  the 
Metropolitan  and  in  the  Edinburgh  Festival  celebrating  Benjamin  Britten 
in  1968.  She  was  also  heard  in  the  War  Requiem  by  Britten  and  the  14th 
Symphony  of  Dmitri  Shostakovich.  Among  world  premieres  are  three 
operas  by  Carlisle  Floyd;  Susannah,  Wuthering  Heights,  and  The  Passion  of 
Jonathon  Wade.  The  song  recital  was  central  to  Phyllis  Curtin's  career.  In 
countless  cities  across  the  US,  in  South  America,  in  Europe  and  in 
Australia  - in  The  White  House  - she  was  heard  in  a wide  and  varied 
repertory. 

In  the  course  of  this  career  she  became  artist  in  residence  at  the 
Tanglewood  Music  Center  where  she  is  in  her  32nd  year  as  teacher  and 
performer.  Teaching  took  her  to  the  Yale  School  of  Music  in  1974  where 
she  taught  voice,  headed  the  opera  studies  and  served  as  Master  of 
Branford  College.  Since  1983  at  Boston  University,  she  has  been  professor 
of  voice  and  artistic  director  of  the  Opera  Institute.  She  was  Dean  of  the 
School  for  the  Arts  until  she  resigned  the  post  in  1992.  She  maintains  a 
small  private  studio  as  well. 

Master  classes  have  taken  her  to  many  institutions  in  the  US  and  Canada 
as  well  as  conservatories  of  Moscow,  Beijing  and  Tbilisi. 

Ms.  Curtin  held  a presidential  appointment  as  a member  of  the  National 
Council  for  the  Arts.  In  October  1994,  she  was  designated  an  Ambassador 
for  the  Arts,  a new  honor  given  to  former  Council  members.  Over  the 
years  she  has  served  on  the  boards  of  a number  of  arts  organizations  and 
is  currently  an  Overseer,  emerita,  of  the  Boston  Symphony  Orchestra. 


An  Evening  of  Music 
In  Honor  of  Phyllis  Curtin 


Welcome 

Richard  Ortner 

Remarks 

Sherrill  Milnes 

The  artists  will  perform  songs 
by  the  following  composers. 


Alexandra  Sari  Gruber,  Soprano 
Cameron  Stowe,  piano 

Joseph  Canteloube 
(1879-  1957) 

Richard  Clement,  Tenor 
Kenneth  Griffiths,  piano 

Sergei  Rachmaninoff 
(1873  - 1943) 

Margaret  Lattimore,  Soprano 
John  Churchwell,  piano 

Manuel  de  Falla 
(1876-  1946) 

Christopheren  Nomura,  Baritone 
Kayo  Iwama,  piano 

William  Bolcom 
(b.  1938) 

Special  thanks  to  Margo  Garrett  for  her  extraordinary 
efforts  in  organizing  tonight’s  program. 


Tanglewood  Music  Center  Vocal  Programs 

The  vocal  arts  have  been  an  integral  part  of  training  activities  at  Tanglewood 
since  the  inception  of  the  Music  Center  under  Serge  Koussevitzky  in  1940. 
Koussevitzky  engaged  G.  Wallace  Woodworth  and  Hugh  Ross  to  head  choral 
activities,  and,  most  famously,  Herbert  Graf  and  then  Boris  Goldovsky  to  head 
the  opera  department.  Throughout  the  1940s  and  50s,  in  fact,  Tanglewood  was 
among  the  most  vital  and  important  centers  for  opera  in  America  — new  operas, 
scenes,  experiments  of  all  kinds  were  given  regularly,  and  two  generations  of 
American  singers  were  trained  for  the  stage  in  an  atmosphere  of  total  dedication 
both  to  stagecraft  and  to  music.  In  the  1960s,  changes  in  artistic  leadership 
brought  changes  in  direction,  coupled  with  diminished  funding,  these  changes 
saw  the  end  of  the  heady  early  days  of  opera  training  at  Tanglewood.  In  1966, 
however,  Phyllis  Curtin,  herself  a Tanglewood  student  in  the  late  1940s,  was 
invited  to  give  master  classes  for  singers,  and  a new  golden  era  began  for  vocal 
studies  at  Tanglewood,  one  which  continues  to  this  day.  Miss  Curtin’s  Seminar 
for  Singers  and  her  work  with  the  Fellows  in  Vocal  Music  at  Tanglewood  are 
world-renowned.  Her  extraordinary  insights  into  music,  into  poetry,  and  into  the 
physical  realities  of  singing  have  brought  two  generations  of  exceptional  young 
artists  to  prominence.  Her  devotion  to  the  art  song  and  vocal  chamber  music  lit- 
erature, and  to  the  music  of  our  own  time,  have  helped  set  the  stage  for  an  expan- 
sion of  the  vocal  music  programs  which  will  incorporate  training  in  stage  move- 
ment, acting,  and  other  music/theater  disciplines;  appropriately  enough,  this  sum- 
mer’s 50th  anniversary  production  of  Britten’s  Peter  Grimes  will  highlight 
exactly  those  values  which  Miss  Curtin’s  work  has  emphasized.  Phyllis  Curtin’s 
luminous  presence  at  Tanglewood  continues  to  energize,  uplift,  and  enlighten  the 
entire  community  of  musicians  there,  from  Seiji  Ozawa  and  the  Boston 
Symphony  Orchestra  to  Leon  Fleisher  and  every  member  of  the  Tanglewood 
Music  Center.  We  salute  her  on  this  occasion,  and  offer  thanks  for  her  unique  and 
enduring  legacy. 

Tanglewood  Music  Center  Fellowship  Program 

Each  year  more  than  1 ,500  of  the  finest  young  musicians  from  across  the  coun- 
try and  around  the  world  audition  for  the  150  Fellowships  and  35  Scholarships 
available  at  the  Tanglewood  Music  Center.  The  conductors,  singers,  instrumen- 
talists and  composers  selected  to  participate  in  these  prestigious  programs  are 
guaranteed  a summer  of  the  most  intensive  musical  experiences  they  have  every 
known.  Tuition  expenses  for  all  Tanglewood  Fellows  are  fully  underwritten  and 
are  subsidized  for  Seminar  Students.  The  BSO  can  only  offer  this  extraordinary 
opportunity  with  the  help  of  generous  contributors.  The  relationship  between  a 
sponsor  and  a Fellow,  between  a patron  and  artist,  is  fundamental  to  the  Music 
Center.  For  more  information  on  the  Fellowship  program,  please  call  (617)  638- 
9261. 


The  Artists 


Richard  Clement,  Tenor 

Richard  Clement  studied  voice  at  Georgia  State  University  and  at  the  Cincinnati 
Conservatory,  where  he  earned  a Masters  Degree.  He  received  the  Francis  and 
Caryn  Powers  Fellowship  at  Tanglewood  in  the  summers  of  1990  and  1991,  and 
returned  in  1992  for  a performance  of  Rossini’s  Petite  Messe  Solennelle.  Fluent 
in  the  repertoire  of  both  opera  and  oratorio,  Mr.  Clement  has  been  heard  with 
many  orchestras  and  in  numerous  cities,  including  Cincinnati,  New  York, 
Atlanta,  Boston,  Pittsburgh,  Colorado,  and  Philadelphia.  He  has  sung  with  the 
Houston  Opera  in  the  title  role  of  Britten’s  Albert  Herring ; with  the  Atlanta 
Opera  as  Brighella  in  Adriadne  auf  Ncixos\  and  this  season  with  Vancouver  Opera 
as  Ferrando  in  Cosifan  tutte.  He  will  also  sing  Bach’s  St.  Matthew  Passion  with 
the  Atlanta  Symphony  and  Robert  Shaw,  in  both  Atlanta  and  New  York 
(Carnegie  Hall). 

John  Churchwell,  Pianist/Vocal  Music  Coach 

John  Churchwell  is  a native  of  Knoxville,  Tennessee  and  holds  a Bachelor  of 
Music  in  Piano  Performance  from  New  England  Conservatory,  as  well  as  a 
Bachelor  of  Arts  in  French  from  Tufts  University.  At  Tanglewood,  he  received 
the  Frederick  W.  Richmond  Foundation  Fellowship  in  1992,  the  Raymond  H. 
Schneider  Fellowship  in  1993,  and  the  Harry  Stedman  Fellowship  in  1994  in 
Vocal  Accompanying.  He  was  also  honored  with  the  C.D.  Jackson  Award  and 
became  only  the  second  vocal  coach  to  be  invited  to  participate  for  three  con- 
secutive years.  Following  a three-year  association  with  the  University  of 
Minnesota,  where  he  earned  a Masters  Degree  in  Accompanying  and  Coaching, 
he  was  invited  to  join  the  staff  there.  Mr.  Churchwell  joined  the  Metropolitan 
Opera  Young  Artist  Development  Program  at  the  beginning  of  the  1995/96  sea- 
son. In  December,  he  made  his  New  York  City  debut  as  part  of  the  “On  The 
Wings  of  Song”  series  sponsored  by  the  Marilyn  Home  Foundation.  This  sum- 
mer Mr.  Churchwell  will  be  a coach  for  the  Merola  Opera  Program  in  San 
Francisco. 

Kenneth  Griffiths,  Pianist/Vocal  Music  Coach 

Australian-born  and  educated,  Kenneth  Griffiths  completed  his  musical  studies 
under  the  guidance  of  Geoffrey  Parsons  and  the  great  German  baritone  Gerhard 
Hiisch.  Since  coming  to  the  United  States,  he  has  developed  a distinguished  rep- 
utation for  both  his  teaching  at  Tanglewood  and  Cincinnati’s  College- 
Conservatory  of  Music,  as  well  as  collaboration  with  artists  such  as  Jessye 
Norman,  Stanford  Olsen,  Benita  Valente,  and  Delores  Ziegler. 


Alexandra  Sari  Gruber,  Soprano 

Alexandra  Sari  Gruber  is  at  home  in  a variety  of  musical  styles,  ranging  from 
opera,  oratorio,  and  art  song  to  musical  theater  and  jazz.  Originally  from 
Melrose,  Massachusetts,  Ms.  Gruber  first  came  to  Tanglewood  in  1993  and 
received  the  Richard  F.  Gold  Memorial  Scholarship  to  the  Phyllis  Curtin 
Seminar,  and  in  1995  received  the  Nancy  Lurie  Marks  Fellowship  as  a member 
of  the  Vocal  Training  Program.  This  summer  she  will  return  once  again  to  sing 
the  role  of  the  First  Niece  in  Britten’s  Peter  Grimes.  Currently  a Young  Artist  at 
the  Juilliard  Opera  Center,  Ms.  Gruber  recently  sang  Susanna  in  Le  Nozze  di 
Figaro.  She  made  her  debut  with  the  San  Francisco  Opera  Center’s  Merola 
Program  in  1994  as  Zerlina  in  Don  Giovanni , and  recently  placed  first  in  the 
Western  Region  of  the  Metropolitan  National  Council  Auditions.  Ms.  Gruber 
holds  a Bachelors  Degree  from  Yale  University  and  a Masters  Degree  from 
Juilliard. 

Kayo  Iwama,  Pianist/Vocal  Music  Coach 

American  Pianist  Kayo  Iwama  has  concertized  throughout  the  United  States, 
Canada,  and  Europe.  She  has  appeared  in  recital  with  various  artists,  including 
Christopheren  Nomura,  Ann  Panagulias,  Kyoko  Saito  and  members  of  the 
Boston  Symphony  Orchestra,  and  has  received  critical  acclaim  for  performances 
in  Jordan  Hall,  Seiji  Ozawa  Hall,  the  Kennedy  Center,  and  the  Theatre  du 
Chatelet  in  Paris.  Miss  Iwama  earned  her  Bachelors  Degree  at  Oberlin  College 
Conservatory  of  Music  and  continued  studies  with  Gilbert  Kalish  at  the  State 
University  of  New  York  at  Stony  Brook  as  a Graduate  Council  Fellow. 
Originally  from  Rumson,  New  Jersey,  Kayo  Iwama  received  the  R.  Amory 
Thorndike  Fellowship  at  Tanglewood  in  1987  and  received  the  C.  D.  Jackson 
Fellowship  in  1988  and  joined  the  Tanglewood  faculty  last  summer.  Formerly 
an  accompanist  at  the  Steams  Institute  for  Young  Artists  at  the  Ravina  Festival, 
Miss  Iwama  currently  teaches  at  the  Walnut  Hill  School  for  the  Arts,  The  Hartt 
School  of  Music,  and  New  England  Conservatory. 

Margaret  Lattimore,  Mezzo-Soprano 

Originally  from  Port  Jefferson,  New  York,  Margaret  Lattimore  is  a graduate  of 
the  State  University  of  New  York  at  Pottsdam,  where  she  studied  with  Pat 
Misslin,  and  has  since  received  both  the  Eleanor  McCallum  Award  from  the 
Houston  Grand  Opera  Studio  and  a Jacobson  Study  Grant  from  the  Richard 
Tucker  Music  Foundation.  Ms.  Lattimore  received  the  Mr.  and  Mrs.  Victor  P. 
Levy  Scholarship  at  the  Tanglewood  Music  Center  in  1992  as  a member  of  the 
Phyllis  Curtain  Seminar.  Currently  in  her  third  year  in  the  Metropolitan  Opera 
Young  Artist  Program,  she  has  been  acclaimed  for  performances  both  at  the 


Metropolitan  Opera  and  at  theaters  throughout  the  United  States.  Most  recently, 
she  was  heard  in  her  Metropolitan  house  debut  as  Doreta  in  Stiffelio , which  led  to 
performances  as  Kate  in  a new  production  of  Madame  Butterfly,  Flora  in  La 
Traviatw,  and  the  Alto  (Ghost  Quartet)  in  Corigliano’s  The  Ghosts  of  Versailles. 
This  summer  she  can  be  heard  in  her  Berkshire  Opera  debut  singing  the  title  role 
in  La  Cenerentola.  Next  season  at  the  Metropolitan  Opera,  Ms.  Lattimore  will  be 
featured  as  Meg  Page  in  Falstaff  and  Mercedes  in  Carmen. 

Sherrill  Milnes,  Baritone 

Sherrill  Milnes  hails  from  Downers  Grove,  Illinois,  and  came  to  Tanglewood  as 
a Fellow  in  both  1960  and  1961  during  the  Boris  Goldovsky  era.  He  is  univer- 
sally acclaimed  as  one  of  the  foremost  operatic  baritones  and  one  of  the  most 
popular  and  electrifying  performers  before  the  public  today  and  is  sought  by 
every  major  opera  house  and  orchestra  in  the  world.  Mr.  Milnes  made  his  first 
important  operatic  debut  with  the  New  York  City  Opera  as  Valentin  in  Gounod’s 
Faust  in  1964,  and  it  was  with  this  same  role  that  he  made  his  debut  at  the 
Metropolitan  Opera  to  great  public  and  critical  acclaim.  Throughout  his  career, 
he  has  shown  an  affinity  for  Verdi,  whose  works  form  the  cornerstone  of  his  vast 
repertoire,  which  comprises  some  70  roles.  Mr.  Milnes  earned  a Bachelors  and  a 
Masters  Degree  from  Drake  University,  where  he  studied  with  Andrew  White, 
and  followed  with  additional  graduate  studies  with  Hermanus  Baer  at 
Northwestern  University. 

Christopheren  Nomura,  Baritone 

Originally  from  Oakland,  California,  Christopheren  Nomura  holds  a Bachelors 
Degree  in  Political  Science  from  Tufts  University,  as  well  as  a Bachelors  Degree, 
a Masters  Degree,  and  an  Artist  Diploma  from  the  New  England  Conservatory, 
where  he  studied  with  Susan  Clickner.  He  has  also  studied  with  Bernard 
Barbeau,  Mary  Morrison,  and  Phyllis  Curtain.  Mr.  Nomura  sang  as  a member  of 
the  Vocal  Training  Program  at  Tanglewood  in  1986.  He  recently  replaced 
Hermann  Prey  on  short  notice,  performing  two  concerts  at  Alice  Tully  Hall  as 
Guest  Artist  with  The  Chamber  Music  Society  of  Lincoln  Center.  Since  Mr. 
Nomura’s  New  York  debut  in  December  of  1992  in  the  Young  Artist  Concert 
Series,  he  has  given  recitals  and  appeared  in  operatic  roles  throughout  the  United 
States  and  will  next  perform  the  role  of  Prince  Yamadori  in  the  film  Madame 
Butterfly,  which  opens  in  New  York  at  the  Sony  Lincoln  Square  Theater  on  May 
3.  He  is  currently  an  Associate  Professor  of  Voice  at  Boston  University. 

Cameron  Stowe,  Pianist/Vocal  Music  Coach 

Cameron  Stowe,  originally  from  Danville,  Virginia,  received  the  Paul  Jacobs 


Memorial  Fellowship  at  Tanglewood  in  1995.  This  summer,  he  will  be  a Fellow 
in  Vocal  Coaching  at  Tanglewood  for  the  second  time.  Mr.  Stowe  received  his 
Masters  Degree  from  the  Peabody  Conservatory,  where  he  is  currently  enrolled 
in  the  Doctor  of  Musical  Arts  Program.  He  has  also  studied  at  Oberlin 
Conservatory,  the  North  Carolina  School  of  the  Arts,  and  abroad  at  the  Academie 
de  Musique  de  Sion.  An  active  performer  and  coach  to  both  instrumentalists  and 
singers,  Mr.  Stowe  has  recently  devoted  most  of  his  attention  to  the  repertoire  for 
voice  and  piano.  In  the  fall,  he  will  relocate  to  New  York  to  continue  his  studies 
at  Juilliard. 

Margo  Garrett,  Pianist/Vocal  Music  Coach  and  Coordinator  of  Vocal  Music 
Programs 

Recognized  as  one  of  the  leading  educators  of  collaborative  pianists  and  their 
performing  partners,  Margo  Garrett  is  on  the  faculties  of  the  Juilliard  School  and 
New  England  Conservatory.  She  has  been  the  Coordinator  of  Vocal  Programs  at 
the  Tanglewood  Music  Center  since  1991.  Her  longstanding  recital  partnerships, 
with  artists  including  sopranos  Kathleen  Battle,  Judith  Raskin,  Lucy  Shelton,  and 
Dawn  Upshaw,  violinist  Jamie  Laredo,  Violist  Paul  Newbauer,  and  cellists  Matt 
Haimovitz  and  Sharon  Robinson,  have  included  premieres  of  important  new 
American  works  of  John  Harbison,  Aaron  Kernis,  Ezra  Laderman,  and  Joseph 
Schwantner.  As  Co-Artistic  Director  of  the  Cape  and  Islands  Chamber  Music 
Festival,  Ms.  Garrett  recently  received  an  ASCAP  award  for  excellence  in  pro- 
gramming of  new  music.  She  has  recorded  for  CRI,  Deutsche  Grammophon, 
Dorian,  Musicmasters,  Masterworks,  Orion,  and  RCA. 
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OPENING  EXERCISES 

Sunday,  June  30,  1996  at  5:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Welcome  Richard  Ortner 

Administrator,  Tanglewood  Music  Center 


Greetings  Daniel  R.  Gustin 

Manager  of  Tanglewood 

Kenneth  Haas 
Managing  Director 
Boston  Symphony  Orchestra 

Leslie  Wu  Foley 
Administrative  Director 
Boston  University  Tanglewood  Institute 


Trio  in  B-flat  Major,  Opus  11 
II.  Adagio 


Ludwig  van  Beethoven 


Jules  Eskin,  cello 
William  Hudgins,  clarinet 
Gilbert  Kalish,  piano 


Remarks  Leon  Fleisher 

Artistic  Director 
Tanglewood  Music  Center 

Seiji  Ozawa 
Music  Director 
Boston  Symphony  Orchestra 


Alleluia  Randall  Thompson 

Members  of  the  1996  Tanglewood  Music  Center 
Ann  Howard  Jones,  conductor 
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TANGLEWOOI)  MUSIC  CENTER  ORCHESTRA 
First  Concert 

Monday,  July  1,  1996  at  8:30  p . in . 

Seiji  Ozawa  Hall 

The  Phyllis  and  Lee  Coffey  Memorial  Concert 


Ludwig  van  Beethoven 


Overture  to  Fldello,  Op.  72b 
Seiji  Ozawa,  conductor 


Johannes  Brahms  Tragic  Overture,  Op.  81 

Gabriel.  Feltz,  conductor 
Lubeck,  Germany 


Ottorino  Respighi  The  Fountains  of  Rome,  Symphonic  Poem 

The  fountains  of  Valle  Giulia  at  dawn 
The  Triton  fountain  in  the  morning 
The  Trevis  fountain  at  midday 
The  Villa  Medici  fountain  at  sunset 

Daisuke  Soga,  conductor 
Osaka,  Japan 

Intermission 

Jacob  Druckman  Summer  Lightning  (1991) 

Benjamin  Britten  Four  Sea  Interludes,  Op.  33a 

Dawn 

Sunday  Morning 

Moonlight 

Storm 

Seiji  Ozawa,  conductor 


Revered  composer  and  teacher  Jacob  Druckman  died  this  spring  at  age  67.  He  was 
a beloved  member  of  our  Tanglewood  family  since  his  first  seasons  as  a TMC 
student  in  1.949  and  1950,  when  he  studied  with  Aaron  Copland.  Mr.  Druckman  went 
on  to  a rich  and  distinguished  career  which  included  returns  to  Tanglewood  as 
Composer  in  Residence  and  as  a visiting  teacher  of  composition;  professorships 
at  the  Juilliard  School,  Brooklyn  College,  and  Yale  University;  a Pulitzer  Prize 
in  1972;  and  other  awards  and  commissions  literally  too  numerous  to  mention. 

The  Boston  Symphony  Orchestra  commissioned  Summer  Lightning  to  celebrate  the 
Music  Center's  50th  Anniversary  in  1990,  and  the  work  was  first  performed  here 
at  Tanglewood  in  1991 . 
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ORCHESTRA  PERSONNEL 

(Winds,  brass  and  percussion  listed  alphabetically) 


First  violins 

Cellos 

Horns 

Christopher  Neal 

Paige  Riggs 

Dana  Christensen 

liana  Blumberg 

Walter  Hainan 

Joshua  Garrett 
Haley  Hoops 

John  Kim 

Roy  llarran 

Neil  Kimel 

Yuko  Tomonaga 

Doris  Hochscheid 

Michael  Mayhew 
Jennifer  Montone 

Cristina  Buciu 

Rupert  Thompson 

Julide  Yalcin 

Nicholas  Tzavaras 

Trumpets 

Carolyn  Muebl 

Rebecca  Carrington 

Beth  Kipper 

Aron  Zelkowicz 

Kevin  Finamore 
Mark  Flegg 

Stefanie  Riego 

Iris  Jortner 

David  Prentice 

Anuschka  Franken 

Lawrence  Stomberg 

Christopher  Still 
Benjamin  Wright 

Biliann  Voutchkova 

Jan  Muller-Szeraws 

Daniel  Padilla 

Alexandra  Mackenzie 

Trombones 

Yuka  Nishino 

Marika  Kobayashi 

Candace  Guirao 

Marcos  Max  Vails  Martin 
James  Nova 

Basses 

Jarod  Vermette 

Second  violins 

Charles  DeRamus 

Marcus  Barcham-S tevens 
Elise  Kuder 

John  Grillo 

Bass  trombone 

Mary  Wheelock 

Scott  Thornton 

Sarah  Zaharako 
Clen  Cherry 

Donald  Howey 

Xinlal  Jiang 

Tuba 

Andrew  Grams 

Eric  Larson 

Hilary  Foster 

Robert  Rohwer 

Randall  Montgomery 

Lisa  Hansen 

David  Murray 

Ralph  Allen 

Percussion 

Dennis  O' Boyle 

Flutes 

Edward  Atkatz 

Duane  Padilla 

Lorenzo  Ferrandiz  Carrillo 

Lisa-Maree  Amos 

Eric  Millstein 

Salley  Koo 

Dionne  Marie  Hansen 

Joseph  Pereira 

Ursula  Nei ins 

Hilary  Lynch 

Michael  Sharkey 

Elizabeth  Rowe 

Matthew  Strauss 

Wenyi  Sti  ih 
Dmitry  Kustanovich 

Todd  Skitch 

Harps 

Shigetoshi  Furuta 

Oboes 

Valerie  Muzzolini 

Erin  Gustafson 

Tornoko  Sato 

Violas 

Lisa  McCullough 
Lora  Schaefer 

Karin  Brown 

Rebecca  Schweigert 

Piano 

Pau]  Reynolds 

Sandy  Stimson 

Albert  Kim 

Kate  Holzemer 

Jean  Schneider 

Hui-Fang  Hsu 

Clarinets 

Jessie-Leah  Greenbaum 

Carey  Bell 

Celesta 

Abigail  Kubert 

Michael  Bepko 

Sarah  Elbaz 

Marta  Aznavoorian 

Chi-Chuan  Teng 

Benjamin  Fingland 

Andra  Voldins 
Kimberly  Foster 

Jean-Philippe  Vivier 

Librarian 

Emily  Schaad 

Bass  clarinet 

John  Perke.l 

Anne  Lindeskov 

Amanda  McIntosh 

Sun-Young  Lee 

Orchestra  manager 

•'"■vnont 

Bassoons 

Vance  Lee 
Jose  Lozano 

Harry  Shapiro 

Richard  Frost 

Kenneth  Moses 
1)  s Quint 

Jacob  Moerschel 
Monette  Searles 

Sharp 

Erin  Turner 
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FIRST  SONATA  RECITAL 

Tuesday,  July  2,  1996  at  8:30  p.m. 

Seiji  Ozawa  Hall 

Prepared  by  Samuel  Sanders  (Mozart,  Debussy), 
Andrew  Jennings,  and  Eugene  Lehner 


Mozart  Sonata  in  F Major,  K.  377 

Allegro 

Andante  con  Variazioni 
Tempo  di  Menuetto 

Sarah  Zaharako,  violin 
Albert  Kim,  piano 


Ives  Violin  and  Piano  Sonata  No.  h 

("Children's  Day  at  the  Camp  Meeting") 

Beth  Kipper,  violin 
Xak  Bjerken,  piano 


Debussy  Sonata 

Allegro  vivo 

Interlude:  Fantasque  et  leger 
Finale:  Tres  anime 

Wenyi  Shih,  violin 
Marta  Aznavoorian,  piano 


Brahms  Sonata  in  G Major,  Op.  78 

Vivace  ma  non  troppo 
Adagio 

Allegro  molto  moderato 

Carolyn  Huebl,  violin 
Naomi  Niskala,  piano 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 
FIRST  RECITAL 

Saturday,  July  6,  1996  at  2:00  p.m. 
Seij i Ozawa  Hall 


La  Regata  Veneziana  Gioacchino  Rossini 

Anzoleta  avanti  la  regata  (1792-1868) 

Anzoleta  co  passa  la  regata 
Anzoleta  dopo  la  regata 


Kimberly  Gratland, 
Edward  Bak, 


mezzo  soprano 
piano 


Vandraren,  Op.  26,  no.  1 Wilhelm  Stenhammar 

Vore  jag  ett  litet  barn,  Op.  37, no.  4 
Manijuset,  Op.  37,  no.  3 

Jutta  kommer  till  Folkungarna,  Op.  37,  no.  1 
I lonnens  skymning,  Op.  37,  no.  2 


Carolyn  Gronlund,  mezzo  soprano 
Grant  Wenaus , piano 


Four  Romances  on  Poems  by  Pushkin,  Op.  46  • Dmitri  Shostakovich 

I.  Rebirth  (1906-1975) 

II.  Jealousy 

III.  Foreboding 

IV.  Stanzas 


Raymond  Granlund,  baritone 
Pamela  Reimer,  piano 


Sommerlied 

Ein  goldenes  Kettlein 
Nachtgebet 

Der  bescheidene  Schafer 

Selige  Nacht 

Valse  de  Chopin 

Hat  dich  die  Liebe  beruhrt 

Sarah  Pelletier,  soprano 
Marie-France  LeFebvre,  piano 


Joseph  Marx 
(1882-1964) 


Intermission 
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Romanzen  aus  Magelone  (Ludwig  Tieck)  Johannes  Brahms 

I.  Keinen  hat  es  noch  gerent  (1833-1897) 

VI.  Wie  soli  ich  die  Freude,  die  Wonne  denn  tragen 
IX.  Ruh , Sussliebchen,  im  Schatten 
XIV.  Wie  froh  und  frisch  mein  Sinn  sich  hebt 

Stafford  Turner,  baritone 
David  Zobel,  piano 


Chansons  de  Bilitis  (Pierre  Louys) 

La  Flute  de  Pan 
La  Che ve lure 
Le  Tombeau  des  Naiades 

Kathleen  Flynn,  soprano 
Dana  Brown,  piano 


Claude  Debussy 
(1862-1918) 


Winter  Words  (Lyrics  and  Ballads  of  Thomas  Hardy)  Benjamin  Britten 

At  Day  Close  in  November  (1913-1976) 

Midnight  on  the  Great  Western 
Wagtail  and  Baby 
The  Little  Old  Table 
The  Choirmaster's  Burial 
Proud  Songsters 
At  the  Railway  Station,  Upway 
Before  Life  and  After 

Bradley  Howard,  tenor 
Grant  Wenaus , piano 


Today's  program  was  prepared  by  Margo  Garrett,  Kenneth  Griffiths, 
Kayo  Iwama  and  Alan  Smith,  members  of  the  TMC  Vocal  Faculty. 
THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE 
END  OF  EACH  GROUP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist- in-Residence  for  Vocal  Music. 


La  Regata  Veneziana.  bv  Gioacchino  Rossini 


Anzoleta  before  the  Regata 


Over  there  the  flag  is  flying, 

Look,  you  can  see  it,  go  to  catch  it, 
Bring  it  to  me  here  this  evening, 
or  run  away  and  hide. 

When  in  the  stern,  Momolo,  don't 
become  enchanted! 

Row  the  gondola  with  soul, 

Then  you  can't  miss  first  prize. 


Go  there,  think  of  your  Anzoleta 

Who  stays  to  watch  you  from  this 
canopy , 

When  in  the  stern,  Momolo,  don't 
become  enchanted! 

When  in  the  stern,  Momolo,  go  with  the 
the  wind! 


Anzoleta 

They  are  coming,  they  are  coming, 
look  at  them, 

the  poor  things,  they  row  so  hard; 
ah,  the  wind  is  against  them, 
but  the  tide  is  going  their  way. 

My  Momolo,  where  is  he? 

Ah,  I see  him,  he  is  second. 

Ah!  What  frenzy,  I'm  so  confused. 
My  heart  trembles. 


during  the  Regata 

You,  have  courage,  row,  row, 

To  reach  the  finish  you  must  row. 

I bet  if  you  row  hard 
You  will  leave  all  the  others  behind 
Dear  boy,  it  seems  as  though  he  is 
flying, 

He  will  beat  them  all! 

He  is  half  a boat  ahead  already, 

Ah!  I understand;  he's  seen  me. 


Anzoleta  after  the  Regata 


Here's  a kiss  for  you,  and  another, 
Darling  Momolo,  from  my  heart; 

It  is  time  to  relax. 

I will  dry  the  sweat  from  your  body, 
Ah,  I saw  you,  as  you  passed, 
Throwing  a glance  at  me , 
and  I said,  breathless: 
he  will  get  a beautiful  prize. 


Yes,  the  prize  of  this  flag, 
the  red  one; 

All  Venice  is  talking  about  you, 
They  have  declared  you  the  victor. 
Take  a kiss,  blessed  one, 
no  one  rows  better  than  you, 
of  all  the  breed  of  watermen, 


Songs  by  Wilhelm  Stenhammar 


Vandraren  (The  Wanderer')  , Op 

Here  from  deep  within  mossy  rocks 
wells  up 

clean  and  clear  a melodious  spring. 

Here,  rarely  does  a human  foot  tread 
the  grass. 

Never  have  I seen  such  beautifully 
bowed  branches 


26,  no.  1 (Vilhelm  Ekelund) 
stretch  trembling,  fine  curves, 
weighed  down  richly  with  dewy  roses' 
fragrantly  intoxicating  abundance. 

Spring,  you  whose  vigil  gently  guards 
my  sleep, 

quiet  and  lightly  moving  silver  waves, 
you  are  praised  of  the  poet's 
short,  melodious  song. 


Vore  hag  ett  litet  barn.  Op.  37,  no,  4 (Were  I suddenly  a little  child) 


Were  I suddenly  a little  child, 
then  would  I go  and  play, 
build  myself  a little  mill 
and  row  my  little  skiff. 


Many  friends  I gained  here 

are  shut-eyed  under  a white  sheet, 

and  now  I am  an  old  man, 

who  sits  at  the  fire  and  ponders. 


Riddle,  story,  earth-day, 
this  profundity  no  one  can  fathom. 
I am  still  the  same  child, 
and  people  are  good. 


Maniiuset,  Op,  37 
I know  no  t why  I sit  awake , 
the  day  no  joy  gives, 
but  everything  in  my  life 
shines  like  the  sun, 


no,  3 (Moonlight) 

and  everything,  that  in  darkness  and 
pain  was  obscured, 
now  trembles  in  the  night 
in  a flood  of  glitter. 


Jutta  kommer  till  Folkungarna.  Op.  37.no.  1 (Jutta  comes  to  the  Royal  Court) 
(About  a girl  of  Danish  royalty  sent  to  a Swedish  royal  house,  to  marry 

and  thus  seal  an  alliance) 


There  came  a maiden  from  Denmark 
an  angel  from  heaven's  light, 
but  happiness  is  frail  and  sorrows 
are  strong, 

Lindenleaf,  Lindenlear,  sighing. 


"Come  in,  come,  Lindenleaf, 
inside  the  castle  harps  are  playing 
forth , " 

so  spoke  the  king,  and  the  maiden 
turned  red. 

Lindenleaf,  Lindenleaf,  sighing. 

And  the  maiden  was  greeted  and  the  maiden  was  kissed, 
and  stars  twinkled  over  the  ballroom. 

Now  cries  the  little  maiden,  so  bitterly  and  quietly. 
Lindenleaf,  Lindenleaf,  fallen. 


I lonnens  skvmning.  Op.  37.no,  2 (In  the  maple's  shade) 


In  the  maple's  shade  stands  a leaning 
cross , 

the  whispers  a voice, 

as  gently  as  a far  away  song  of  a 
bell. 

"With  the  first  shovel  of  earth, 

I remember  the  times  of  my  youth, 
with  the  second,  my  sins. 


When  earth  falls  a third  time, 
then  I remember  our  heart's  words, 
good  and  kindly  meant  was  the  deed, 

we  exchanged  quietly,  like  humble  shy 
gifts. 

The  flower  of  memory  is  in  my  hands, 
freshly  cut  and  never  fades. 


Four  Romances  on  Poems  by  Pushkin,  Op.  46 
Dmitri  Shostakovich 


1.  Rebirth 

A barbarian-artist,  with  a sleepy  brush, 
Blackens  over  a picture  of  genius. 

And  his  lawless  drawing 
Scribbles  meaninglessly  upon  it. 

But  with  the  years  the  alien  paints 
Flake  off  like  old  scales; 

The  creation  of  genius  appears  before  us 
In  its  former  beauty. 

Thus  do  delusions  fall  away 
From  my  worn-out  soul. 

And  there  spring  up  within  it 
Visions  of  original,  pure  days. 


2.  Jealousy 

Weeping  bitterly,  a jealous  girl  was  scolding  a 
young  man; 

The  young  man,  leaning  forward  on  to  her 
shoulder,  quite  suddenly  nodded  off. 

The  girl  at  once  fell  silent,  cherishing  his  light 
sleep , 

And  smiled  at  him,  letting  flow  quiet  tears. 


3.  Foreboding 

Once  again  clouds  have  gathered 
Above  me  in  the  quietness; 

Once  again  envious  fate 
Threatens  me  with  misfortune  . . . 

Will  I preserve  my  contempt  for  destiny? 
Will  I carry  to  meet  it 
The  inflexibility  and  patience 
Of  my  proud  youth? 

Tired  out  by  a stormy  life, 

I await  these  storms  with  indifference; 
It  may  be  that  still  safe  and  sound, 

I will  find  the  harbor  once  again  . . . 
But,  foreseeing  our  separation, 

That  inexorable  and  terrible  hour, 

I run  to  grasp  your  hand. 

My  angel,  for  the  last  time. 


Gentle,  serene  angel. 

Softly  whisper  to  me:  Farewell! 

Be  sorrowful:  either  raise  to  me 

Or  turn  down  your  tender  eyes; 

And  your  memory 

Will  restore  to  my  soul 

The  strength,  pride,  hope 

And  courage  of  my  young  days. 


4.  Stanzas 

Whether  I wander  along  noisy  streets, 

Or  walk  into  a crowded  church. 

Or  sit  among  giddy  youth, 

I constantly  withdraw  into  my  daydreams. 

I tell  myself:  the  years  fly  past, 

And  however  many  of  us  there  are, 

We  will  all  pass  in  under  the  eternal  vaults  - 
And  for  someone  or  other  that  moment  is 
already  at  hand. 

If  I gaze  at  the  solitary  oak, 

I reason:  the  patriarch  of  the  forests 

Will  outlive  my  long-forgotten  age 

As  it  has  outlived  the  age  of  our  fathers. 

If  I caress  a sweet  child, 

I find  myself  alreadt  thinking:  Farewell! 

I surrender  my  place  in  the  world  to  you: 

The  time  has  come  for  me  to  wither,  and  for 
you  to  bloom. 

Every  day,  on  every  occasion, 

I am  endlessly  searching  in  my  mind, 

Trying  to  guess  which  particular  day 
Will  be  the  anniversary  of  my  future  death. 

And  where  will  fate  send  death  to  me? 

In  battle,  on  some  journey  or  at  sea? 

Or  will  it  be  the  neighboring  valley 
That  receives  my  cooled  ashes? 


And  although  to  the  unfeeling  body 
It  matters  not  where  it  may  decay. 

Nevertheless  I would  prefer  to  slumber 

As  close  as  possible  to  the  sweet  familiar  bounds. 

And  let  young  life 

Play  around  my  grave  door, 

And  let  unconcerned  nature 
Glow  with  eternal  beauty  there. 


Alexander  Pushkin  (1799-1837) 


Songs  bv  Joseph  Marx 


Sommerlied  (Summer  Song'*  (Geibel) 


0 summer  morning  blue  and  sweet. 


The  whole  world  is  brightness  and  joy, 


The  forest  drips  with  golden  sunshine,  and  if  you  are  young,  love  today 


The  meadow  stands  in  bloom; 
the  roses  bloom  red  and  white, 
and  a breath  of  paradise  wanders 
softly  through  the  fields. 


and  pick  roses  with  delight! 

And  if  you  are  old,  forget  the  pain 
and  learn  from  the  reappearance 
of  the  youthful  sun's  happiness. 


Ein  goldenes  Kettlein  (A 
Eight  of  the  tiniest  pearls 
form  the  little  golden  necklace, 
just  as  you  may  someday  send 
eight  little  tears  to  my  grave. 

By  day  wear  it 

safely  concealed  by  your  dress 

Nachtgebet 

Oh,  if  you  saw  me  praying  now 
to  your  deep,  holy  eyes 
that  plead  to  me  as  if  asking  for 
love  , 

you  would  close  your  deep  eyes 

, • 

Per  bescheidene  Schafer 
My  shepherd,  oh!  He  is  so  shy! 

He  loves  me,  tenderly  he  loves  me. 
The  very  essence  of  his  joy, 
he  tells  me  often,  is  me  alone. 

But  he  is  always  so  shy! 

The  other  day  mother  left  us  alone. 


Little  Golden  Necklace^  ('Graf') 
as  you  cautiously  concealed 
our  secret  from  the  world. 

But  in  the  secretive  nights 
oh  wear  it  to  sweetly  remember 
that  the  giver  so  often 
at  night  embraced  your  neck. 


(The  Shy  Shepherd)  (Weisses 

What  do  you  think  happened  then? 

He  just  stood  there  motionless  as  a 
a stone, 

stared  into  his  hat,  and  wanted  to 
to  leave. 

And,  oh,  we  were  alone! 

All  alone,  mind  you!  Completely  alone! 
My  shepherd,  oh!  He  is  so  shy! 


(Night  Prayer)  (Hess) 

so  I would  not  lose  myself  in  them  as 
in  love  . 

Oh,  if  you  saw  me  praying 
to  your  soul,  cheerful  like  a child, 
that  childlike  soul  would  be  silent 
so  that  it  would  not  drown  in  my  love. 


Selige  Nacht  (Blissful  Night)  (Hartleben-) 


As  a pale  drop  of  blood 
stains  the  lips  of  a sick  woman, 
so  rests  upon  these  sounds 
a fatally  addictive  attraction. 
Chords  of  wild  desire  sound 
the  icy  dream  of  despair 
as  a pale  drop  of  blood 


stains  the  lips  of  a sick  woman. 
Feverish  and  jubilant, 
sweet  and  languishing, 
melancholy,  gloomy  waltz 
that  never  leaves  my  mind 
clinging  to  my  thoughts 
like  a pale  drop  of  blood. 


Valse  de  Chopin  (Chopin  Waltz-)  (from  the  Pierrot  lunaire  bv  Albert  Giraud) 
As  a pale  drop  of  blood,'  Hot  and  exultant,  sweet  and  pining, 

dyes  the  lips  of  one  who  suffers,  melancholy  gloomy  measure, 

also  rests  upon  these  notes  Do  not  ever  come  again  to  my  mind, 

a seductive,  fatal  charm. 


To  my  thoughts  you  are  clinging 

Chords  of  wild  pleasure  are  sounding  like  a pale  drop  of  blood, 
of  despair  the  icy  dream. 

As  a pale  drop  of  blood 

dyes  the  lips  of  one  who  suffers. 


Hat  dich  die  Liebe  beruhrt  (When  love  has  touched  vou') 
When  love  has  touched  you  silently,  among  noisy  people, 

You  go  in  golden  clouds  securely  led  by  God. 

Just  as  though  lost,  you  let  your  glances  wander  around. 

You  allow  others  their  joys,  only  to  one  do  you  bring  your  desires. 
Shyly  withdrawn  into  yourself  you  would  like  in  vain  to  deny 
That  now  the  crown  of  life  radiantly  adorns  your  brow. 


. 


Die  schone  Magelone.  Op,  33.  by  Johannes  Brahms,  text  by  Ludwig  Tieck 


I.  Keinen  hat  es  noch  gerent 


No  man  has  yet  regretted 
mounting  his  horse, 
in  the  freshness  of  youth, 
to  fly  through  the  world. 

Mountains  and  meadows, 

lonely  woods,  girls  and  ladies  in 

splendid  attire, 

golden  jewelry, 

all  delight  him  with  their 

beautiful  form. 

Wondrous  forms  fly  past  him, 
enthusiastically  glows  desire 
in  his  youth-drunk  mind. 

Fame  strews  roses  quickly  in  his  path, 
Love  and  caresses,  laurels  and  roses 
lead  him  higher  and  higher  on. 


Joys  surround  him, 
enemies  envy 
and  succumb  to  the  hero 
who  then  modestly  chooses 
the  lady,  who  more  than 
any  other,  pleases  him. 

And  mountains  and  fields 
and  solitary  woods 
he  leaves  behind. 

His  parents  in  tears , 

Ah,  all  their  longing, 

all  are  united  by  loveliest  happiness. 

When  the  years  have  passed, 
he  tells  to  his  son 
in  times  spent  together, 
and  shows  him  his  wounds, 
the  wages  of  courage. 

Thus  age  remains  ever  young, 
a beam  of  light  in  the  dark  dusk. 


VI.  Wie  soil  ich  die  Freude . die  Wonne  denn  tragen? 


How  shall  I bear  it, 

The  joy  and  the  rapture? 

How,  beneath  the  pulsing 

of  my  heart,  will  my  soul  not  escape? 

And  when  the  hours  of  love  have  vanished 

What's  the  point  of  desire 

in  a mournful  desert 

to  prolong  a life  empty  of  delight 

where  never  a flower  will  bloom 

on  the  bank? 

How  deliberate  moves  time, 

Step  by  step,  with  laden  feet. 

Yet  when  I must  leave, 


Rush,  rush  ever  onward 
Deep  stream  of  time, 
changing  today  to  tomorrow 
Passing  on  from  place  to  place. 
Having  carried  me  until  now. 
sometimes,  gay,  then  sad, 

I will  dare  to  face  the  future 
come  what  may. 

Yet  I am  not  without  value. 

Since  the  one  and  only  beckons, 

Love  let  me  not  pine 

until  this  life  has  passed. 

No,  the  stream  grows  ever  wider, 
the  sky  re 


IX.  Ruhe . Sussliebchen.  im  Schatten 
Rest,  my  dearest,  in  the  shade  Hush,  you  hidden  songs, 

of  green  darkening  night,  do  not  disturb  her  sweetest  sleep, 

the  grass  on  the  meadows  rustles  The  bird  throng  is  hearkening, 

the  shade  fans  and  cools  you,  their  loud  songs  are  at  rest, 

and  true  love  keeps  watch,  close  your  eyes,  my  love. 

Sleep,  sleep,  Sleep,  sleep, 

softer  rustles  the  wood,  in  the  fading  light 

I am  yours  forever.  I will  watch  over  you. 

Murmur  on,  melodies, 
babble  on,  quiet  brook. 

Fair  fantasies  of  love 
speak  in  these  melodies, 
tender  dreams  float  after  them. 

Through  the  whispering  wood 
swarm  golden  bees 
and  hum  you  to  sleep. 


■- 


XIV.  Wie  froh  und 
How  joyfully  my  spirits  soar, 
all  fear  is  left  behind, 
my  heart  strives  with  new  courage, 
new  longing  awakes. 


frisch  mein  Sinn  sich  hebt 
But  laid  low 

are  doubt  and  hesitant  mood, 

oh  bear  me,  rocking  waves 

to  my  long-yearned- for  homeland. 


The  stars  are  mirrored  in  the  sea, 
and  golden  the  waters  gleam. 

I have  run  reeling  this  way  and  that 


In  the  dear,  darkening  distance 
the  songs  of  home  are  calling, 
from  every  star 


been  neither  bad  nor  good.  it  gazes  down  with  gentle  eye. 

Grow  smooth,  true  wave, 
on  distant  ways  lead  me 
to  that  much- loved  threshold, 
to  my  love  at  last! 


Chansons  de  Bilitis  (Pierre  Louys) 


I .  La  Flute  de  Pan 


For  the  day  of  the  Hyacinths, 

He  gave  me  a syrinx  made 
Of  well-cut  reeds, 

Joined  with  the  white  wax 
That  is  sweet  on  my  lips  like  honey. 
He  teaches  me  to  play,  while  I sit 
on  his  knees; 

But  I tremble  just  a little. 

He  plays  it  after  me,  so  softly 
That  I can  hardly  hear  him. 

We  have  nothing  to  say, 


So  close  we  sit  to  each  other; 

But  our  songs  want  to  give  question 
and  answer, 

And  gradually  our  lips 
Join  on  the  flute. 

It  is  late; 

Now  the  chant  of  the  green  frogs 
Is  starting  with  the  night. 

My  mother  will  never  believe 
That  I stayed  out  so  long 
In  search  of  my  lost  belt. 


II.  La 

He  told  me:... "Last  night,  I dreamed, 

I had  your  tresses  around  my  neck. 

I had  your  tresses  like  a dark  chain 
Around  my  neck  and  on  my  breast." 

"I  caressed  them  and  they  were  my 
own ; 

And  we  were  thus  forever  joined, 

By  the  same  tresses,  lips  on  lips, 

As  two  laurels  often  have  but  one 
root . " 


Chevelure 

"And  gradually,  it  seemed  to  me, 

So  much  were  our  limbs  entwined, 

That  I became  yourself, 

Or  that  you  entered  into  me  like 
my  dream . " 

When  he  had  finished, 

He  gently  laid  his  hands  upon  my 
shoulders , 

And  he  looked  at  me  with  a glance  so 
tender , 

That  I cast  down  my  eyes  and  trembled. 


III.  Le  Tombeau  des  Naiades 
Along  the  woods  covered  with  frost,  I wandered; 

My  hair  before  my  mouth  blossomed  with  tiny  icicles, 

And  my  sandals  were  heavy  with  soiled  clods  of  snow. 

He  says  to  me:  "What  are  you  looking  for?" 

I follow  the  trace  of  the  Satyr. 

His  little  hoofprints  alternate  like  holes  in  a white  coat. 


He  tells  me:  "The  Satyrs  are  dead. 

The  Satyrs  and  also  the  Nymphs. 

In  thirty  years  there  has  been  no  winter  as  terrible  as  this. 

The  spoor  which  you  see  is  that  of  a buck. 

But  let  us  stay  here  on  the  site  of  their  tomb." 

And  with  the  iron  of  his  hatchet,  he  broke  the  ice  of  the  spring  where  once 
the  Naiads  were  laughing. 

He  took  large  frozen  pieces,  and  holding  them  towards  the  pale  sky, 

He  gazed  through  them. 


Winter  Words,  by  Beniamin  Britten  (Thomas  Hardy) 
I.  At  day-close  in  November 


The  ten  hours'  light  is  abating, 

And  a late  bird  wings  across, 

Where  the  pines,  like  waltzers 
waiting,  waiting, 

Give  their  black  heads  a toss. 

Beech  leaves,  that  yellow  the  noontime 
Float  past  like  specks,  like  specks 
in  the  eye ; 


I set  ev'ry  tree  in  my  June  time, 

And  now  they  obscure  the  sky. 

And  the  children  who  ramble  through  here 
Conceive  that  there  never  has  been 
A time  when  no  trees,  no  tall  trees  grew 
here . 

That  none  will  in  time  be  seen. 


II.  Midnight  on  the  Great  Western  (or  The  Journeying  Bov) 
In  the  third  class  seat  sat  the  journeying  boy, 

And  the  roof's  lamp  oily  flame 

Play'd  down  on  his  listless  form  and  face, 

Bewrapt  past  knowing  to  what  he  was  going, 

Or  whence  he  came,  or  whence  he  came. 


In  the  band  of  his  hat  the  journeying  boy 
Had  a ticket  stuck;  and  a string 
Around  his  neck  bore  the  key  of  his  box, 

That  twinkled  gleams  of  the  lamp's  sad  beams 
Like  a living  thing,  a living  thing. 

What  past  can  be  yours,  0 journeying  boy 

Towards  a world  unknown 

Who  calmly,  as  if  incurious  quite 

On  all  at  stake,  can  undertake 

This  plunge  alone? 

Knows  your  soul  a sphere,  0 journeying  boy, 
Our  rude  realms  far  above , 

Whence  with  spacious  vision  you  mark  and  mete 
This  region  of  sin  that  you  find  you  in, 

But  are  not  of,  but  are  not  of? 


III.  Wagtail  and  Baby 


A baby  watch'd  a ford,  whereto 
A wagtail  came  for  drinking; 

A blaring  bull  went  wading  through, 
The  wagtail  showed  no  shrinking. 

A stallion  splash'd  his  way  across, 
The  birdie  nearly  sinking; 

He  gave  his  plumes  a twitch  and  toss, 
And  held  his  own  unblinking. 


Next  saw  the  baby  round  the  spot 
A mongrel  slowly  slinking; 

The  wagtail  gazed,  but  faltered  not 
In  dip  and  sip  and  prinking. 

A perfect  gentleman  then  neared; 

The  wagtail,  in  a winking, 

With  terror  rose  and  disappeared; 
The  baby  fell  a- thinking. 


IV.  The  little  old  table 

Creak,  creak,  little  wood  thing,  little  wood  thing,  creak,  creak, 
When  I touch  you  with  elbow  or  knee; 

That  is  the  way  you  speak,  speak,  the  way  you  speak 
Of  one  who  gave  you  to  me! 


You,  you,  little  table,  little  table,  she  brought,  brought, 
Brought  me  with  her  own  hand, 

As  she  look'd  at  me  with  a thought,  look'd  at  me  with  a thought 
That  I did  not  understand. 


Whoever  owns  it  anon, 

And  hears  it,  will  never  know 
What  a history  hangs  upon 

This  creak,  creak,  creak,  creak,  creak  from  long  ago. 


V.  The  Choirmaster's  Burial  (or  The  Tenor  man's  story) 
He  often  would  ask  us  That,  when  he  died, 

After  playing  so  many  To  their  last  rest, 

If  out  of  us  any  Should  here  abide, 

And  it  would  not  task  us,  We  would  with  our  lutes, 

Play  over  him,  By  his  grave-brim 
The  psalm  he  liked  best 

The  one  whose  sense  suits  "Mount  Ephraim" 

And  perhaps  we  should  seem  To  him,  in  Death's  dream, 

Like  the  seraphim,  the  seraphim. 

As  soon  as  I knew  That  his  spirit  was  gone 
I thought  this  his  due,  and  spoke  thereupon. 

"I  think,"  said  the  vicar,  "A  read  service  quicker 
Than  viols  out-of-doors  In  these  frosts  and  hoars. 

That  old-fashioned  way  Requires  a fine  day, 

And  it  seems  to  me  It  had  better  not  be." 


Hence,  that  afternoon, 

Though  never  knew  he  That  his  wish  could  not  be, 

To  get  through  it  faster  They  buried  the  master 
Without  any  tune. 

But  1 twas  said  that,  when  At  the  dead  of  next  night  The  vicar  looked  out, 
There  struck  on  his  ken  Thronged  round  about, 

Where  the  frost  was  graying  The  head-stoned  grass, 

A band  all  in  white 

Like  the  saints  in  church-glass, 

Singing  and  playing,  singing,  singing  and  playing 
The  ancient  stave  By  the  choirmaster's  grave, 

Such  the  tenor  man  told  When  he  had  grown  old. 


VI.  Proud  Songsters 


The  thrushes  sing  as  the  sun 
is  going, 

And  the  finches  whistle  in  ones 
and  pairs, 

And  as  it  gets  dark  loud  nightingales 
In  bushes 

Pipe,  as  they  can  when  April  wears, 

As  if  all  time  were  theirs. 


These  are  brand-new  birds 
of  twelve  months'  growing. 

Which  a year  ago,  or  less  than  twain 
No  finches  were,  nor  nightingales, 
Nor  thrushes , 

But  only  particles  of  grain 
And  earth,  and  air  and  rain. 


VII.  At  the  Railway  Station.  Upwav 


There  is  not  much  that  I can  do, 
For  I've  no  money 
that's  quite  my  own.' 

Spoke  up  the  pitying  child  -- 
A little  boy  with  a violin 
At  the  station  before  the  train 
came  in. 

"But  I can  play  my  fiddle  to  you, 
And  a nice  one  ' tis  and  good  in 
tone ! " 


The  man  in  the  handcuffs  smiled; 

The  constable  looked, 
and  he  smiled,  too, 

As  the  fiddle  began  to  twang; 

And  the  man  in  the  handcuffs 
suddenly  sang, 

With  grimful  glee: 

"This  life  so  free 
Is  the  thing  for  me!" 

And  the  constable  smiled, 
and  said  no  word, 

As  if  unconscious  of  what  he  heard; 

And  so  they  went  on 

till  the  train  came  in  - - 

The  convict,  and  boy  with  the  violin 


VIII.  Before  Life  and  After 


A time  there  was  - as  one  may  guess 
And  as,  indeed, 

earth's  testimonies  tell  -- 
Before  the  birth  of  consciousness, 
When  all  went  well. 

None  suffered  sickness,  love  or  loss, 
None  knew  regret, 

starved  hope,  or  heartburnings; 

None  cared  whatever  crash  or  cross 
Brought  wrack  to  things . 


If  something  ceased,  no  tongue  bewailed, 

If  something  winced  and  waned, 
no  heart  was  wrung; 

If  brightness  dimmed  and  dark  prevailed, 
no  sense  was  stung. 

But  the  disease  of  feeling  germed, 

And  primal  rightness 

took  the  tinct  of  wrong; 

Ere  nescience  shall  be  reaffirmed 
How  long,  how  long? 
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Mozart  Serenade  No.  12  in  c minor 

Allegro 

Andante 

Minuetto  in  Canone 
Allegro 

Sandy  Stimson,  Erin  Gustafson,  oboes 
Carey  Bell,  Sarah  Elbaz,  clarinets 
Laurel  Sharp,  Jose  Lozano,  bassoons 
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Mendelssohn  Concertpiece  No.  1 in  f minor,  Op.  113 

for  Clarinet,  Bassoon  and  Piano 
Allegro  con  fuoco 
Andante 
Presto 

Jean- Phil ippe  Vivier,  clarinet  Douglas  Quint,  bassoon 

Stewart  Goodyear,  piano 


Strauss  Serenade  for  Wind  Instruments,  Op.  7 (1881) 

Hilary  Lynch,  Todd  Skitch,  flutes 
Lora  Schaefer,  Erin  Gustafson,  oboes 
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Vance  Lee,  Kenneth  Moses,  bassoons 
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Konzert,  Op.  24 


John  Kim,  violin  Sarah  Elbaz,  clarinet 
Kate  Holzemer,  viola  Dana  Christensen,  horn 
Dionne  Marie  Hansen,  flute  Mark  Flegg,  trumpet 
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BALDWIN  PIANO 


Bach 


Brandenburg  Concerto  No.  3 in  G Major  for  strings 
and  continuo,  BWV  1048 
(Allegro) 

Adagio  e piano  (arr.  YW) 

Allegro 

Candace  Guirao,  Yuko  Tomonaga,  Lisa  Hansen,  violins 
Kimberly  Foster,  Hui-Fang  Hsu,  Emily  Schaad,  violas 
Alexandra  Mackenzie,  Roy  Harran,  Aron  Zelkowicz,  cellos 
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Bach's  Brandenburg  Concerto  No.  3 presents  a puzzle:  In  place  of  a slow 
movement  there  stands  a cadence  of  two  chords,  carefully  voiced,  arriving  at 
the  dominant  of  e minor.  The  Concerto  is  in  G major.  What  are  we  to  make  of 
these  two  chords?  Are  they  self-sufficient?  This  seems  unlikely.  There  is 
no  precedent  in  the  music  of  Bach  to  suggest  such  a possibility.  Are  they  the 
harmonic  foundation  for  an  improvised  cadenza,  a flourish  of  some  sort?  Or 
are  they  a shorthand  conclusion  to  an  entire  movement;  either  existent  or  to  be 
extemporized,  perhaps  by  Bach  himself?  We  have  no  way  of  knowing  the  answer 
to  these  questions. 

We  do  know  that  Bach  was  a compulsive  recycler.  He  seemed  unable  to  write  out 
a piece  without  altering  it  in  small  or  large  ways.  He  rearranged,  he 
embellished,  he  changed  the  order  of  movements,  he  transposed  compositions 
from  one  genre  to  another.  There  are  innumerable  examples:  concerto  movements 
find  themselves  recruited  to  serve  the  church  cantatas,  sonata  movements  are 
recomposed  to  Become  vocal  pieces  with  orchestra. 

One  case  in  particular  might  be  cited:  The  Trio  Sonata  for  2 flutes  and 
continuo.  It  also  exists  as  the  Gamba  sonata  with  harpsichord.  The  Sonata  is 
in  G Major  with  the  interior  slow  movement  in  e minor.  This  slow  movement,  a 
strange  metaphysical  meditation,  concludes  inconclusively  on  the  dominant  of  e 
minor  and  then,  characteristically,  plunges  forward  to  the  concluding  movement 
in  G . 

In  using  this  slow  movement  for  Brandenburg  III  I followed  Bach's  procedures 
for  orchestration  and  voice-leading.  The  music  is  all  Bach,  no  extraneous 
interpolations.  I believe  it  offers  a viable  way  to  provide  another  dimension 
to  the  concerto. 


-Y.W.  July  '96- 
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SECOND  SONATA  RECITAL 

Sunday,  July  7,  1996  at  8:30  p.m. 

Seiji  Ozawa  Hall 

Prepared  by  Samuel  Sanders,  Julius  Levine, 
Gilbert  Kalish  and  Norman  Fischer 


Schubert  Rondo  in  b minor  for  Violin  and  Piano, 

Andante  - Allegro 

Hilary  Foster,  violin 
Alon  Goldstein,  piano 

Brahms  Sonata  in  A Major,  Op.  100 

Allegro  amabile 

Andante  tranquillo;  Vivace 

Allegretto  grazioso 

Dennis  O' Boyle,  violin 
Stewart  Goodyear,  piano 


Intermission 


Ravel  Sonata  in  G Major 

Allegretto 
Blues  - Moderato 
Perpetuum  mobile  - Allegro 

Salley  Koo , violin 
Miri  Yampolsky,  piano 

Beethoven  Sonata  in  A Major,  Op.  47  ("Kreutzer") 

Adagio  sostenuto;  Presto 
Andante  con  Variazioni 
Presto 

Biliana  Voutchkova,  violin 
Jeff  Tomlinson,  piano 


A M 
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TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
Second  Concert 

Monday,  July  8,  1996  at  8:30  p.m. 
Seiji  Ozawa  Hall 


Beethoven 


Overture  "Coriolan,"  Op.  62 

Daisuke  Soga,  conductor 
Osaka,  Japan 


Wagner 


Siegfried  Idyll 


Gabriel  Feltz,  conductor 
Lubeck,  Germany 


Intermission 


Mozart  Excerpts  from  The  Abduction  from  the  Seraglio 

(text  by  Christoph  Friedr.  Bretzner) 

Overture 

Song  and  Duet 

Osmin:  Paul  Guttry;  Belmonte:  Mark  Schowalter 

Belmonte,  an  English  gentleman,  is  desperately  trying 
to  get  into  the  Palace  of  Pasha  Selim.  He  hopes  to  find 
his  lover,  Konstanze,  who  was  abducted  by  pirates  and 
may  have  been  bought  by  Pasha  as  a slave.  The  palace 
guard,  Osmin,  is  most  unhelpful  and  Belmonte  departs 
having  had  little  success  obtaining  information. 

Aria 

Pedrillo:  Mark  Schowalter 

Pedrillo,  a former  servant  of  Belmonte  who  was  also 
abducted  and  sold  to  the  Pasha,  shows  both  excitement 
and  fear  at  the  pending  escape  back  to  England. 

Duet 

Konstanze:  Tiffany  Jackson;  Belmonte:  David  Ossenfort 

The  escape  plot  has  failed,  the  lovers  have  been  caught, 
and  death  awaits  them.  Yet  despite  their  apparent  fate, 
Konstanze  and  Belmonte  are  comforted  by  the  fact  that 
they  will  die  together. 

Aria 

Osmin:  Paul  Guttry 

The  palace  guard  vents  his  anger  at  the  English. 

Ouar  te  t 

Konstanze:  Tiffany  Jackson;  Belmonte:  David  Ossenfort; 

Pedrillo:  Mark  Schowalter;  Blonde:  Esther  Moses 
Belmonte  has  found  his  Konstanze;  all  is  well.  The 
happy  reunion  is  interrupted,  however,  when  the  two 
gentlemen  begin  to  doubt  their  significant  others' 
loyalty.  (Blonde  is  Konstanze' s maid  and  Pedrillo' s 
girlfriend.)  While  Blonde  dismisses  the  suspicion 
quickly,  Konstanze  is  hurt  and  it  take  some  effort  to 
reunite  the  lovers. 

Gustav  Meier,  conductor 


The  Mozart  singers  were  coached  by  TMC  faculty  members 
Ken  Griffiths  and  Alan  Smith. 


Tonight  is  Berkshire  Night  at  Tanglewood. 

We  welcome  the  residents  of  Berkshire  County  to  this  concert, 
and  thank  them  for  their  support-  of  Tanglewood  activities. 
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ORCHESTRA  PERSONNEL 

(Winds,  brass  and  percussion  listed  alphabetically) 


First  violins 

Cellos 

Horns 

Yuka  Nishino 

Alexandra  Mackenzie 

Dana  Christensen 

Candace  Guirao 

Lawrence  Stomberg 

Joshua  Garrett 

Colleen  Brannen 

Marika  Kobayashi 

Ursula  Nelius 

Iris  Jortner 

Trumpets 

Salley  Koo 

Jan  Muller-Szeraws 

David  Prentice 

Shigetoshi  Furuta 

Nat  Chaitkin 

Christopher  Still 

Second  violins 

Basses 

Percussion 

Biliana  Voutchkova 

Xinlai  Jiang 

Lorenzo  Ferrandiz  Carrillo 

Wenyi  Shih 

Eric  Larson 

Eric  Millstein 
Michael  Sharkey 

Daniel  Padilla 
Duane  Padilla 

Robert  Rohwer 

Matthew  Strauss 

Dmitry  Kustanovich 
Dennis  O'Boyle 

Flutes 

Librarian 

Lisa-Maree  Amos 
Dionne  Hansen 

John  Perkel 

Violas 

Anne  Lindeskov 

Todd  Skitch 

Stage  management 

Andra  Voldins 

Oboes 

Dennis  Conroy 
Richard  Frost 

Chi-Chuan  Teng 

Erin  Gustafson 

Jacob  Moerschel 

Kimberly  Foster 
Emily  Schaad 

Lisa  McCullough 

Monette  Searles 
Erin  Turner 

Sun-Young  Lee 

Clarinets 

Randy  Ilirsch 

Carey  Bell 
Sarah  Elbaz 
Amanda  McIntosh 
Jean-Philippe  Vivier 

Bassoons 

Jose  Lozano 
Laurel  Sharp 
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THIRD  SONATA  RECITAL 

Tuesday,  July  9,  1996  at  4:00  p.m. 

Maple  Rehearsal  Hall 

Prepared  by  Joel  Smirnoff  (Lutoslawskl , Szymanowski), 
Eugene  Lehner,  and  Julius  Levine 


Lutoslawski  Subito  for  Violin  and  Piano  (1992) 

Hilary  Foster,  violin 
Alon  Goldstein,  piano 


Mozart  Sonata  in  A Major,  K.  526 

Allegro  molto 

Andante 

Presto 

Wenyi  Shih,  violin 
Marta  Aznavoorian,  piano 


Szymanowski  "Mythes"  for  Violin  & Piano,  Op.  30,  nos.  1,  2,  3 

I.  La  Fontaine  d'Arethuse 

II .  Narcisse 

III.  Dryades  et  Pan 

Beth  Kipper,  violin 
Xak  Bjerken,  piano 


Brahms  Sonata  No.  3 in  d minor,  Op.  108 

Allegro 

Adagio 

Un  poco  presto  e con  sentimento 
Presto  agitato 

Salley  Koo,  violin 
Miri  Yampolsky,  piano 
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FOURTH  SONATA  RECITAL 

Wednesday,  July  10,  1996  at  4:00  p.m. 

Maple  Rehearsal  Hall 

Prepared  by  Andrew  Jennings  (Berio,  Sessions), 
and  Joel  Krosnick 


Luciano  Berio  Duo  Pezzi  (1949,  rev.  1966) 

Cristina  Buciu,  violin 
Jean  Schneider,  piano 


Ralph  Shapey  Fantasy  for  Violin  and  Piano 

I.  Variations:  Maestos,  Bravura 

II.  Scherzo:  Brio,  Vibrant 

III.  Song:  Cantabile,  Delicato 

Carolyn  Huebl,  violin 
Naomi  Niskala,  piano 


Roger  Sessions  Duo  for  Violin  and  Piano  (1942) 

I.  Andante  moderato  tranquillo  ed 

espressivo  - Allegro  impetuoso  - 
Tempo  I - 

II.  Allegro  vivace  e con  fuoco 

Elise  Kuder,  violin 
Stewart  Goodyear,  piano 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 

SECOND  RECITAL 

Thursday,  July  11,  1996  at  8:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


M 


Das  Marienleben  (1948)  (Rainer  Maria  Rilke)  Paul  Hindemith 

I.  Geburt  Mari3  (1895-1963) 

III.  Maria  Verkiindigung 
V.  Argwohn  Josephs 
VII.  Geburt  Christi 
X.  Vor  der  Passion 
XI.  Pieta 

XV.  Vom  Tode  Maria  III 

Jenn  Cobb,  soprano 
Dana  Brown,  piano 


Pause 


Calligrammes  (Guillaume  Apollinaire)  Francis  Poulenc 

L' Espionne 
Mutation 
Vers  le  sud 
II  pleut 
La  Grace  exilee 
Aussi  bien  que  les  cigales 
Voyage 


Inga  Jonsdottir,  mezzo-soprano 
David  Zobel,  piano 


A Charm  of  Lullabies,  Op.  41 

A Cradle  Song  (William  Blake) 

The  Highland  Balou  (Robert  Burns) 
Sephestia's  Lullaby  (Robert  Greene) 
A Charm  (Thomas  Randolph) 

The  Nurse's  Song  (John  Philip) 

Amy  Zorn,  contralto 
Dana  Brown,  piano 

Six  Poems  of  Ibsen,  Op.  25 
Spillemaend 
En  Svane 
Stambogsrim 
Med  en  Vandlilje 
Borte ! 

En  Fuglevise 


Benjamin  Britten 
(1913-1976) 


Edvard  Grieg 
(1843-1907) 


Amy  A.  Wagar,  soprano 
Pamela  Reimer,  piano 


Tonight's  program  was  prepared  by  the  TMC  Vocal  Faculty,  Margo 
Garrett,  Dennis  Helmrich,  Kayo  Iwama,  and  Alan  Smith, 
with  assistance  from  dramatic  coach  Carleen  Graham. 

THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE 
END  OF  EACH  GROUP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist-in-Residence  for  Vocal  Music. 
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Das  Marienleben.  bv  Paul  Hindemith  (Rainer  Maria  Rilke) 


I.  Geburt  Maria  ( Birth  of  Mary) 

0 what  ic  muse  have  cost  the  angels 

not  suddenly  to  burst  into  song,  as  one  bursts  into  tears, 
since  indeed  they  knew:  on  this  night  the  mother  is  being 
born  to  the  boy,  the  One,  who  shall  soon  appear. 

Soaring  they  held  themselves  silent  and  showed  the  direction 
where,  alone,  Joachim's  farm  lay; 

ah,  they  felt  in  themselves  and  in  space  the  pure  precipitation, 
but  none  might  go  down  to  him. 


For  the  two  were  already  quite  beside  themselves  with  ado. 

A neighbor -woman  came  and  played  wise  and  did  not  know  how, 
and  the  old  man,  carefully,  went  and  withheld  the  mooing 
of  a dark  cow.  For  so  it  had  never  yet  been. 


III.  Maria  Verkiindigung  (Annunciation  to  Harv) 


Not  that  an  angel  entered  (mark  this) 
was  she  startled.  Little  as  others 
start 

when  a ray  of  sun  or  the  moon  by 
by  night 

busies  itself  about  their  room, 
would  she  have  been  disturbed  by 
the  shape 

in  which  an  angel  went; 
she  scarcely  guessed  that  this 
soj  ourn 

is  irksome  for  angels . (0  if  we  knew 

how  pure  she  was.  Did  not  a hind, 
that , 

recumbent,  once  espied  her  in  the 
wood , 


Not  that  he  entered,  but  that  he, 
the  angel,  so  bent  close  to  her 
a youth's  face  that  his  gaze  and  that 
with  which  she  looked  up  struck 
together , 

as  though  outside  it  were  suddenly 
all  empty 

and  what  millions  saw,  did,  bore, 
were  crowded  into  them:  just  she  and  he; 
seeing  and  what  is  seen,  eye  and  eye's 
delight 

nowhere  else  save  at  this  spot--;  lo 
this  is  startling.  And  they  were 
startled  both. 

Then  the  angel  sang  his  melody. 


so  lose  itself  in  looking,  that  in  it, 
quite  without  pairing,  the  unicorn 
begot  itself, 

the  creature  of  light,  the  pure  creature-.) 


V.  Argwohn  Josephs  (Joseph's  Suspicion’) 

And  the  angel  spoke  and  made  an  effort  Because  thou  makest  boards,  in  thy  pride 


with  the  man,  who  clenched  his  fists; 
But  dost  thou  not  see  by  every  fold 
she  is  cool  as  God's  early  day. 

Yet  the  other  looked  somberly  at  him, 
murmuring  only:  What  has  changed  her 
so? 

But  at  that  the  angel  cried: 
Carpenter , 

dost  thou  not  yet  see  that  the  Lord 
God  is  acting? 


wouldst  thou  really  call  him  to  account 
who  modestly  out  of  the  same  wood  that 
makes  leaves  burgeon  and  buds  swell? 

He  understood.  And  as  he  now  raised  his 
eyes 

very  frightened,  to  the  angel, 
he  was  gone.  He  pushed  his  heavy 
cap  slowly  off.  Then  he  sang  praise. 


y 


VII.  Geburt  Chris 

Hadst  thou  not  simplicity,  how  should 

that  happen  to  thee  which  now  lights 
up  the  night? 

See,  the  God  who  rumbled  over  nations 

makes  himself  mild  and  in  thee  comes 
into  the  world. 

Hadst  thou  imagined  him  greater? 

What  is  greatness?  Right  through  all 
measures 

that  he  croses  goes  his  straight 
destiny . 

Even  a star  has  no  such  path, 

see  thou,  these  kings  are  great, 

and  they  drag  before  thy  lap 

X.  Vor  der  Passion 

0 if  you  wanted  this  you  should  not 
have  been 

allowed  to  spring  forth  through  a 
woman' s body: 

saviors  should  be  quarried  in  the 
mountains , 

where  the  hard  is  broken  from  the 
hard. 

Are  you  yourself  not  sorry  so  to  lay 
waste 

your  beloved  valley?  See  my 
weakness : 

1 have  nothing  but  brooks  of  milk 
and  tears , 

and  you  were  always  in  excess. 


ti  (Birth  of  Christ) 
treasures  that  they  hold  to  be  the 
greatest , 

and  thou  art  perhaps  astonished  at 
this  gift--: 

but  look  into  the  folds  of  thy  shawl, 
how  even  now  he  has  exceeded  all. 

All  amber  that  one  ships  afar, 
all  ornament  of  gold  and  the  aromatic 
spice 

that  spreads  blurringly  in  the  senses: 

all  this  was  of  rapid  brevity, 

and  who  knows  but  one  has  regretted  it. 

But  (thou  wilt  see):  He  brings  joy. 


("Before  the  Passion) 

With  such  lavishness  were  you  promised 
me . 

Why  not  at  once  have  gone  wildly  out  of 
of  me? 

If  you  only  need  tigers  to  tear  you  to 
to  pieces , 

why  did  they  raise  me  in  the  women' s 
house 

to  weave  a soft  clean  dress  for  you, 

in  which  not  even  the  slightest  trace  of 
of  a seam 

presses  against  you--:  my  whole  life  was 
was  like  that, 

and  now  you  suddenly  turn  Nature  upside 
down. 


XI 

Now  is  my  misery  full,  and  namelessly 
it  fills  me.  I am  stark,  as  the 
the  stone ' s 
inside  is  stark. 

Hard  as  I am,  I know  but  one  thing: 
You  grew- - 
. . . and  grew 


Pieta 

in  order  to  stand  forth 

as  too  great  pain 

quite  beyond  my  heart's  grasping. 

Now  you  are  lying  straight  across  my 
lap , 

now  I can  no  longer 
give  you  birth. 


XV.  Vom  Tode  Maria  III 


But  before  the  Apostle  Thomas,  who 
came  when  it  was  too  late,  stepped 
the  swift 

angel,  long  since  prepared  for  this, 
and  commanded  at  the  burial-place: 

Push  the  stone  aside.  Wouldst  thou 
know 

where  she  is  who  has  moved  thy  heart: 
See:  like  a cushion  of  lavender 
She  was  laid  in  there  a while, 


that  in  future  the  earth  smell  o?  her 
in  its  folds  like  a fine  napkin. 
Everything  dead  (thou  feelst) , 
everything  sickly 

is  numbed  with  her  good  fragrance. 

Behold  the  winding-sheet:  where  is  a 
a bleaching-place 

where  it  would  grow  dazzling  and  not 
shrink? 

This  light  from  this  pure  corpse 

was  more  clarifying  to  it  than  sunshine. 


i 


Are  you  not  astonished,  how  gently  she  went  from  it? 
Almost  as  though  it  were  still  she,  nothing  is  displaced. 
Yet  the  heavens  are  shaken  above: 

Man,  kneel  down,  look  after  me  and  sing. 

(trans.  by  C.S.  MacIntyre) 


Callierammes  ('Guillaume  Apollinaire) 


L’Esnionne  (The  Spy') 


Pale  spy  of  love 

my  memory  scarcely  to  be  trusted 
having  watched  this  beautiful 
fortress  for  but  one  hour  one  day 
disguise  yourself 

as  you  will 

memory  spy  of  the  heart 


you  find  no  longer  the  exquisite 
trickery  and  the  heart  alone  is 
victorious 

but  do  you  see  this  memory 
eyes  blindfolded  at  the  point  of  death 
it  affirms  that  it  can  be  believed 
my  heart  will  conquer  without  a shot 


A woman  who  wept 
Eh!  Oh!  Ah! 

Soldiers  who  passed 
Eh  ! Oh ! Ah ! 

A lock-gate  keeper  who  was  fishing 
Eh!  Oh!  Ah! 

The  trenches  that  grew  white 
Eh!  Oh!  Ah! 


Mutation 

Shells  that  burst 
Eh!  Oh!  Ah! 

Matches  that  did  not  strike 
And  all 

Has  so  much  changed 
in  me 

All 

But  my  love 
Eh!  Oh!  Ah! 


Vers  le  sud  (Towards  the  south') 


Zenith 

all  these  regrest 

these  limitless  gardens 
where  the  toad  modulates  a tender 
cry  of  blue 

the  doe  in  bewildered  silence 
passes  quickly 

a nightingale  anguished  by  love 
sings  on 


the  rose  bush  of  your  body  from  which 
I have  gathered  the  roses 
our  hearts  hang  together  on  the  same 
pomegranate  tree 

and  the  pomegranate  flowers  opened  in 
our  sight 

falling  one  by  one  have  strewn  our  path 


II  pleut 

It  is  raining  women's  voices  as 
though  they  were  dead  even  in 
memory 

it  is  you  also  that  it  is  raining 
marvellous  encounters  of  my 
life  0 droplets 


fit  rains) 

and  these  rearing  clouds  begin  to  neigh 
a whole  universe  of  auricular  cities 

listen  if  it  is  raining  while  regret  and 
disdain  are  weeping  an  ancient  music 

hear  the  bonds  falling  that  hold  you 
high  and  low 


La  Grace  exilee  (Exiled  Grace) 

Away,  go  away  my  rainbow  and  the  rainbow  is  exiled 

away  charming  colours  since  she  is  exiled  who  gives  it 

this  exile  is  essential  for  you  iridescence 

Infanta  of  the  changing  scarves  but  a flag  is  flying 

to  take  your  place  in  the  North  wind 


Aussi  bien  gue  les  cigal 
Folk  of  the  south  folk  of  the  south 
so  you  have  not  watched  the  cicadas 
since  you  cannot  dig 
since  you  cannot  make  light  or  see 

What  are  you  lacking  that  you  cannot 
see  as  well  as  the  cicadas 
But  yet  you  can  drink  like  the 
cicadas 

0 folk  of  the  south  folk  of  the  sun 
folk  who  should  know  how  to  dig  and 
see  as  well 

at  least  as  well  as  the  cicadas 


es  (As  well  as  the  cicadas') 

What!  you  can  drink  and  no  longer  know 
how  to  pee  to  some  purpose  like  the 
the  cicadas 

the  day  of  glory  will  come  when  you  know 
how  to  dig  your  way  out  ’into  the  sun 
dig  see  drink  pee  like  the  cicadas 
folk  of  the  south  you  must  dig  see  drink 
pee  as  well  as  the  cicadas  to  sing 
like  they  do 
THE  ADORABLE  JOY  OF  THE 
SUN- FILLED  PEACE 


Voyage 

Farewell  love  cloud  that  flies  and 
has  not  shed  fertile  rain 
take  again  the  journey  of  Dante 

telegraph 

bird  who  lets  its  wings  fall 
everywhere 


('Journey) 

Where  is  this  train  going  that  dies 
away  in  the  distance 

in  the  vales  and  the  lovely  fresh  woods 
of  the  tender  summer  so  pale? 

The  gentle  night  moonlit  and  full  of 
stars 

it  is  your  face  that  I no  longer  see 


A Charm  of  Lullabies.  Op,  41.  bv  Beniamin  Britten 


A Cradle 


Sleep!  Sleep!  beauty  bright 
Dreaming  o'er  the  joys  of  night; 
Sleep!  Sleep!  in  thy  sleep 
Little  sorrows  sit  and  weep. 

Sweet  Babe,  in  thy  face 
Soft  desires  I can  trace 
Secret  joys  and  secret  smiles. 
Little  pretty  infant  wiles. 


('William  Blake) 

0,  the  cunning  wiles  that  creep 
In  thy  little  heart  asleep. 

When  thy  little  heart  does  wake 
Then  the  dreadful  lightnings  break, 
From  thy  cheek  and  from  thy  eye. 

O'er  the  youthful  harvests  nigh. 
Infant  wiles  and  infant  smiles 
Heav'n  and  Earth  of  peace  beguiles. 


Song. 


The  Highland  Be 

Hee  below,  my  sweet  wee  Donald, 
Picture  o'  the  great  Clanronald! 
Brawlie  kens  our  wanton  Chief 
What  gat  my  young  Highland  thief. 

(Hee  balov! ) 

Leeze  me  on  thy  bonnie  craigie! 

An  thou  live,  thou' 11  steal  a naigie , 
Travel  the  country  thro'  and  thro', 
And  bring  hame  a Carlisle  cow! 


,ow  (Robert  Burns) 

Thro'  the  Lawlands , oe ' r the  Border 
Weel,  my  babie,  may  thou  furder! 

Harry  the  louns  o'  the  leigh  Countrie , 
Syne  to  the  Highlands  hane  to  me ! 

Hee  balou,  my  sweet  wee  Donald, 

Hee  balou! 


Sephestia 1 s 

Weep  noc,  my  wanton 
Smile  upon  my  knee; 

When  thou  art  old  there's  grief 
enough  for  thee. 

Mother's  wag,  pretty  boy; 
Father's  sorrow,  father's  joy; 
When  thy  father  first  did  see 
Such  a boy  by  him  and  me , 

He  was  glad,  I was  woe; 

Fortune  changed  made  him  so, 

When  he  left  his  pretty  boy, 

Last  his  sorrow,  first  his  joy. 


Lullabv  (Robert  Greene) 

Weep  not,  my  wanton. . . 

The  wanton  smiled,  father  wept 
Mother  cried,  baby  leapt; 

More  he  crowed,  more  we  cried, 
Nature  could  not  sorrow  hide: 

He  must  go,  he  must  kiss  .. 
Child  and  Mother,  baby  bliss, 
For  he  left  his  pretty  boy, 
Father's  sorrow,  father's  joy. 

Weep  not,  my  wanton... 


A Charm  (Thomas  Randolph) 


Quiet  sleep!  or  I will  make 
Erinnys  whip  thee  with  a snake, 

And  cruel  Rhadananthus  take 
Thy  body  to  the  boiling  lake, 

Where  fire  and  brimstone  never 

slake ; 

Thy  heart  shall  burn,  thy  head  shall 
ache , 

And  ev' ry  joint  about  thee  quake; 

And  therefore  dare  not  yet  to  wake! 
Quiet,  sleep!  Quiet,  sleep!  Quiet! 


Quiet  sleep!  or  thou  shalt  see 
The  horrid  hags  of  Tartary 
Whose  tresses  ugly  serpents  be, 

And  Cerberus  shall  bark  at  thee, 

And  all  the  Furies  that  are  three 
The  worst  is  called  Tisiphone, 

Shall  lash  thee  to  eternity; 

And  therefore  sleep  thou  peacefully. 
Quiet,  sleep!  Quiet,  sleep!  Quiet! 


The  Nurse ' s 

Lullaby  baby, 

Thy  nurse  will  tend  thee  as  duly 
as  may  be. 

Lullaby  baby! 

Be  still,  my  sweet  sweeting,  no 
longer  do  cry; 

Sing  lullaby  baby,  lullaby  baby. 

Let  dolours  be  fleeting,  I fancy 
thee , I 

To  rock  and  to  lull  thee 

I will  not  delay  me. 


Song  (John  Philip) 

Lullaby  baby . . . 

The  gods  be  thy  shield  and  comfort  in 
in  need! 

Sing  lullaby  baby 

They  give  thee  good  fortune 

and  well  for  to  speed, 

And  this  to  desire  I will  not  delay  me 
Lullaby  baby. . . 


Six  Poems  of  Henrik  Ibsen.  Op.  25.  bv  Edvard  Grieg 
Spillemaend  (Fiddlers') 


My  thoughts  were  of  her 
Every  light  summer  night 
But  the  road  leads  to  the  river 
By  the  dewy  alder. 

Do  you  feel  a teror  and  song, 

Can  you  bewitch  her  lovely  senses, 

So  that  into  great  churches  and  halls 
She  will  be  mineded  to  enter  with  you. 


I commend  forth  the  spirit  of  the  deep; 
He  led  me  away  from  God 
But  when  I became  his  master 
She  became  my  brother's  bride. 

Into  great  churches  and  halls 
I played  myself 

And  the  falls  terror  and  songs 
Was  never  far  from  my  mind. 


My  white  swan 
Silent  and  still, 

Neither  warble  or  trill 
Gives  promise  of  your  voice 


En  Svane  (A  Swan) 

But  the  last  meeting 
When  oaths  and  promises 
Were  but  lies 
Then,  then  it  was  heard 


Anxiously  protecting 
The  sprite  who  sleeps, 
Ever  listening 
You  glided  past. 


In  the  birth  of  those  tones 
You  ended  your  path. 

You  sang  in  death; 

For  you  were  a swan. 


Stambogsrim  (Album  Lines) 
I called  you  my  bearer  of  good  tidings 
I called  you  my  star. 

You  were  sent  from  God. 

Good  tidings  went  forth, 

A star,  a cascade  of  stars, 

That  died  in  the  distance. 


Med  en  vandlilie 
Look,  Marie,  what  I bring 
The  flower  with  its  white  wings. 
Floating  on  the  gentle  current 
Dreamily  it  swam  in  the  spring. 

Will  you  take  it  home 
And  pin  it  to  your  bosom,  Marie; 
Behind  its  petals  hides 
A deep  and  calm  wave . 


(With  a Water-lilv) 

Child,  be  wary  of  the  current  in  the 
brook, 

Dangerous  it  is  to  dream  there! 

The  watersprite  pretends  that  he  is 
sleeping ; 

Lilies  play  above. 

Child,  your  breast  is  the  current  of 
the  stream 

Dangerous  it  is  to  dream  there! 

Lilies  play  above, 

The  watersprite  pretends  that  he  is 
sleeping . 


Borte ! ( Gone ! ) 

We  accompanied  the  last  guests  to  the  gate; 

The  night-wind  took  the  last  farewells. 

Tenfold  deserted  lay  harbour  and  house, 

Where,  previously,  the  music  had  intoxicated  me 
It  was  a feast  just  before  the  black  night; 

She  was  only  a guest  and  now  she  is  gone. 


En  Fuglevise  (A  Bird  Song) 

On  a lovely  spring  day  we  walked  up  and  down  the  avenue; 
The  forbidden  step  drew  me  like  a mystery. 

And  the  west  wind  blew  and  the  sky  was  blue; 

In  the  lime  tree  a mother-bird  sat  and  sang  for  her  young. 


I painted  poetic  images  with  playful  brushstrokes, 
Two  brown  eyes  shone  and  smiled  and  listened. 


Above  us  we  can  hear  twittering  ahd  merriment 

But  we  two  took  a fond  farewell  and  never  met  again. 

And  as  I wander  alone  up  and  the  down  the  avenue 
I am  never  left  in  peace  by  the  little  feathered  creatures. 


Mistress  sparrow  has  been  sitting  and  listening 
While  we  innocently  walked 

And  she  has  written  a poem  about  us  and  set  it  to  music. 
It  is  in  the  bird's  mouth; 

For  under  the  leafy  roof 

Every  beak  sings  of  the  bright  spring  day. 
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I Was  There:  Five  Poems  of  Walt  Whitman  Lee  Hoiby 

Beginning  (b.1926) 

I Was  There 
A Clear  Midnight 
O Captain!  My  Captain! 

Joy,  Shipmate,  Joy! 

Brian  McMillan,  baritone 
Dana  Brown,  piano 


Chamber  Music  of  James  Joyce  Karol  Szymanowski 

Strings  in  the  earth  (1882-1937) 

Lean  out  of  the  window 
Rain  has  fallen 
My  dove,  my  beautiful  one 
Gentle  Lady 
Winds  of  May 
Sleep 


Esther  Moses,  soprano 
Pamela  Reimer,  piano 


Chansons  de  don  Quichotte  Jacques  Ibert 

Chanson  du  depart  (1890-1962) 

Chanson  a Dulcinee 
Chanson  du  due 
Chanson  de  la  mort 

Taras  Kulish,  bass-baritone 
Gary  Gress,  piano 


Mirabai  Songs  John  Harbison 

It's  True,  I Went  to  the  Market  (b.1938) 

All  I Was  Doing  Was  Breathing 

Why  Mira  Can't  Go  Back  to  Her  Old  House 

Don't  Go,  Don't  Go 

Brenda  Patterson,  mezzo-soprano 
Edward  Bak,  piano 


BALDWIN  PIANO 


Le  Colibri 
Nanny 

Serenade  Italienne 
Le  temps  des  lilas 


Ernest  Chausson 
(1855-1899) 


Michael  Maniaci,  countertenor 
Cameron  Stowe,  piano 


Honey  and  Rue  (Toni  Morrison) 
First  I'll  try  Love 
Whose  House  is  this? 
The  Town  is  Lit 


Andre  Previn 
(b. 1929) 


Tiffany  Jackson,  soprano 
Gary  Gress,  piano 


Ariettes  Oubliees 

C'est  l'Extase 
II  pleure  dans  mon  coeur 
L' Ombre  des  Arbres 
Chevaux  de  Bois 


Claude  Debussy 
(1862-1918) 


Emily  W.  Benson,  soprano 
Cameron  Stowe,  piano 


West  London,  Matthew  Arnold 
Like  a Sick  Eagle,  John  Keats 

The  Housatonic  at  Stockbridge,  Robert  Underwood  Johnson 
Charlie  Rutledge,  from  "Cowboy  Songs" 


Charles  Ives 
(1874-1954) 


Theodore  Huffman,  baritone 
David  Zobel,  piano 


Beginning  My  Studies 

Beginning  my  studies  the  first  step  pleas’d  me  so  much. 

The  mere  fact  consciousness,  these  forms,  the  power  of  motion. 
The  least  insect  or  animal,  the  senses,  eyesight,  love, 

The  first  step  I say  awed  me  and  pleas’d  me  so  much, 

I have  hardly  gone  and  hardly  wish’d  to  go  any  farther, 

But  stop  and  loiter  all  the  time  to  sing  it  in  ecstatic  songs. 


I Was  There 

I understand  the  large  hearts  of  heroes, 

The  courage  of  present  times  and  all  times, 

How  the  skipper  saw  the  crowded  and  rudderless  wreck  of  the 
steam-ship,  and  Death  chasing  it  up  and  down  the  storm. 

How  he  knuckled  tight  and  gave  not  back  one  inch,  and  was  faithful  of 
days  and  faithful  of  nights. 

And  chalk’d  in  large  letters  on  a board.  Be  of  good  cheer,  we  will  not 
desert  you; 

How  he  Follow’d  with  them  and  tack'd  with  them  three  days  and  would 
not  give  it  up, 

How  he  saved  the  drifting  company  at  last. 

How  the  lank  loose-gown' d women  look’d  when  boated  from  the  side  of 
their  prepared  graves, 

How  the  silent  old-faced  infants,  and  the  lifted  sick,  and  the  sharp-lipp’d 
unshaved  men; 

All  this  I swallow,  it  tastes  good.  I like  it  well,  it  becomes 
mine, 

I am  the  man,  I suffer’d,  I was  there. 

from  Song  of  Myself 


A Clear  Midnight 

This  is  thy  hour  O Soul,  thy  free  flight  into  the  wordless. 

Away  from  books,  away  from  an,  the  day  erased,  the  lesson  done, 
Thee  fully  forth  emerging,  silent,  gazing,  pondering  the  themes  thou 
lovest  best. 

Night,  sleep,  death  and  the  stars. 


O Captain!  My  Captain! 

O Captain!  my  Captain!  our  fearful  trip  is  done, 

The  ship  has  weather’d  every  rack,  the  prize  we  sought  is  won. 

The  port  is  near,  the  bells  I hear,  the  people  all  exulting, 

While  follow  eyes  the  steady  keel,  the  vessel  grim  and  daring: 

But  0 heart!  heart!  heart! 

O the  bleeding  drops  of  red. 

Where  on  the  deck  my  Captain  lies, 

Fallen  cold  and  dead. 

O Captain!  my  Captain!  rise  up  and  hear  the  bells: 

Rise  up — for  you  the  flag  is  flung — for  you  the  bugle  trills, 

For  you  bouquets  and  ribbon’d  wreaths — for  you  the  shores  a-crowdin 
For  you  they  call,  the  swaying  mass,  their  eager  faces  turning; 

Here  Captain!  dear  father! 

This  arm  beneath  your  head! 

It  is  some  dream  that  on  the  deck, 

You’ve  fallen  cold  and  dead. 

My  Captain  does  not  answer,  his  lips  are  pale  and  still. 

My  father  does  not  feel  my  arm.  he  has  no  pulse  nor  will, 

The  ship  is  anchor'd  safe  and  sound,  its  voyage  closed  and  done, 

From  fearful  trip  the  victor  ship  comes  in  with  object  won; 

Exult  O shores,  and  ring  O bells! 

But  I with  mournful  tread. 

Walk  the  deck  my  Captain  lies. 

Fallen  cold  and  dead. 


Joy,  Shipmate,  Joy! 

Joy,  shipmate,  joy! 

(Pleas’d  to  my  soul  at  death  I cry,) 

Our  life  is  closed,  our  life  begins. 

The  long,  long  anchorage  we  leave. 

The  ship  is  clear  at  last,  she  leaps! 

She  swiftly  courses  from  the  shore, 

Joy.  shipmate,  joy. 


I Was  There  was  commissioned  by  Peter  Stewart 


duration:  ca.  15  minutes 


• from  'antes  :oyce  Qtantber  Music  by  Karol  Szymanowski 


String.-  m the  earth 


Strings  m the  earth  and  au'  make  music  sweet 
strings  bv  the  river  where  the  willows,  meet 
There  s music  along  the  nver  tor  love  wanders  there 
pale  flowers  on  his  mantle  dark  leaves  on  his  hair 
All  softly  plaving  with  head  to  the  music  bent 
and  hngers  straying  upon  an  instrument 


Lean  our  of  the  window 

Lean  out  of  the  window  goiden  hair 
I heard  you  *mgmg  a mem-  an 
Mv  book  is  closed  I read  no  more 
wa rdiing  the  hre  dance  on  the  floor 
1 have  left  mv  book  I have  left  my  room 
tor  I heard  you  singing  through  the  gloom 
singing  and  singing  a nteny  au 
Lean  out  of  the  window  golden  hair 


Ram  has  fallen 

Ram  has  railen  all  The  day 

C come  among  the  laden  trees 

the  leaves  he  thick  upon  the  wav  of  memories. 

Staving  a little  bv  way  ot  memories  shall  we  depart 

Come,  mv  beloved  where  I mav  speak  to  your  heart. 

Mv  dove  mv  beautiful  one 


My  dove  mv  beautiful  one  arise  arise! 

The  night  dew  lies  upon  mv  Ups  and  eves. 

The  odorous  winds  are  weaving  a music  ot  sighs: 

•arise  arise  my  dove  my  beautiful  one! 

1 wait  by  the  cedar  tree  my  sister  my  love 

White  breast  ot  the  dove,  mv  breast  shall  be  your  bed. 

Tlie  pale  dew  'lies  like  a veil  on  mv  head. 

Mv  fan  one  mv  fair  dove  arise  arise! 

Mv  dove,  mv  beautiful  one1 


Gentle  Ladv 

Gentle  ladv  do  not  sing  sad  songs  about  the  end  of  love, 
lay  aside  sadness  and  sing  how  love  that  passes  is  enough. 
Sing  about  the  long  deep  sleep  of  lovers  that  are  dead 
and  how  m.  the  grave  all  love  shall  sleep 
Love  is  a wear.-  now 


Winds  of  May 


Winds  of  May  that  dance  on  the  sea.  ah! 
dancing  a ring  around  in  glee  ah! 
from  furrow  to  furrow,  while  overhead 
the  foam  flies  up  to  be  garlanded, 
in  silvery  arches  spanning  the  air 
saw  you  mv  true  love  anywhere  ? 
Well-a-dav!  Well-a-day! 

For  the  winds  of  mav! 

Love  is  unhappv  when  love  is  awav! 


Sleep  no u 

Sleep  now  o sleep  now.  o you  unquiet  hearr! 

A voice  crying  "Sleep  now"  is  heard  in  mv  heart. 
The  voice  of  the  winter  is  heard  at  the  door. 

O sleep,  for  the  winter  is  crying  "Sleep  no  more! " 
Mv  kiss  will  give  peace  now  and  quiet  to  vour  hearr 
sleep  on  in  peace  now.  o vou  unquiet  heart1 


SONGS  .of  ERNEST  CHAUSSON 


Le  Colibri  (The  Hummingbird)  poem  by  Leconte  De  Lisle 

The  green  humming  bird,  king  of  the  hills, 

Seeing  the  dew  and  the  bright  sun 
Glitter  on  his  nest,  woven  of  fine  grasses, 

Like  a light  breeze  escapes  into  the  air. 

He  hurries  and  flies  to  the  nearby  springs, 

Where  the  reeds  make  the  sound  of  the  sea, 

Where  the  red  hibiscus,  with  its  heavenly  scent, 

Unfolds  and  brings  a humid  light  to  the  heart. 

Towards  the  golden  flower  he  descends,  alights, 

And  drinks  so  much  love  from  the  rosy  cup 

That  he  dies,  not  knowing  if  he  could  have  drained  it! 

On  our  pure  lips,  oh  my  beloved. 

My  soul  likewise  would  have  wanted  to  die 
Of  the  first  kiss,  which  has  perfumed  it. 


Nanny  (Nannette)  poem  by  Leconte  De  Lisle 

Woods  dear  to  the  doves,  weep,  sweet  foliage, 
And  you,  swift  springs,  and  you,  cool  paths; 
Weep,  oh  wild  heather. 

Bushes  of  holly  and  sweet-briar. 

Spring,  flowery  king  of  the  green  year, 

Oh  young  god,  weep! 

Ripening  summer,  cut  your  crowned  tresses, 


And  weep,  blushing  autumn. 

Love's  anguish  breaks  a faithful  heart 
Earth  and  heaven,  weep! 

Oh!  How  I loved  her! 

Dear  countryside,  speak  no  more  of  her 
Nanny  will  never  come  back! 


Serenade  Italienne  (Italian  Serenade)  poem  by  Paul  Bourget 


Let  us  go  in  a boat  on  the  ocean 
To  pass  the  night  among  the  stars. 

See,  the  breeze  is  just  blowing  enough 
To  swell  the  cloth  of  the  sails. 

The  old  Italian  fisherman 
And  his  two  sons , who  guide  us , 


Hear  but  do  not  understand 

The  words  that  we  speak  to  each  other 

On  the  ocean  calm  and  somber,  see, 

We  can  exchange  our  souls , 

And  no  one  will  understand  our  voices 
But  the  night,  the  sky  and  the  waves. 


Le  temps  des  lilas  (The  time  of  the  lilacs)  poem  by  Maurice  Bouchor 


The  time  of  lilacs  and  the  time  of  roses 
Will  not  come  back  again  this  spring; 

The  time  of  lilacs  and  the  time  of  roses 
Has  passed  and  gone  are  the  carnations  too. 

The  wind  has  changed,  the  skies  are  somber, 

And  we  shall  never  again  hasten  to  gather 
The  blooming  lilacs  and  the  lovely  roses; 

The  spring  is  sad  and  cannot  flourish. 

Oh!  Joyful  and  sweet  season  of  the  year, 

Which  came,  last  year,  to  steep  us  in  its  sunlight. 
Our  flower  of  love  has  so  much  faded, 

Alas!  That  your  kiss  cannot  wake  it  up  again! 

And  you,  what  are  you  doing?  No  more  budding  flowers. 
No  more  gay  sunshine  nor  cooling  shades; 

The  time  of  lilacs  and  the  time  of  roses, 

With  our  love,  is  dead  forever. 


Excerpts  from  Honey  and  Rue,  by  Andre  Previn  (Toni  Morrison) 


First  I'll  try  Love 

First  I'll  try  love 

Although  I've  never  heard  the  word  referred  to  even  whispered  to- me 
First  I'll  try  love 

So  when  winter  comes  and  sundown  becomes  my  time  of  day 
If  anybody  asks  i can  say, 

"First  I tried  love." 


Whose  House  is  this? 

Whose  house  is  this?  Whose  night  keeps  out  the  light  in  here? 

Say  who  owns  this  house? 

It's  not  mine.  I had  another  sweeter,  brighter  with  a view  of  lakes  crossed 
in  painted 

boats  of  fields  wide  as  arms  opened  for  me. 

This  house  is  strange. 

It's  shadows  lie.  Say,  tell  me,  why  does  its  lock  fit  my  key? 

The  Town  is  lit 

It's  been  suggested:  well  kept  lawns  and  fences. 

White  porch  swings  and  toast  by  the  fire. 

It's  been  requested:  puppies  a window  of  blossoming  pear  trees  and  place 
for  the  robins  to  nest.  But  I know  that  somewhere  out  there. 

The  town  is  lit  the  players  begin  to  make  music  in  all  the  cafes.  Clowns 
on  wheels  linger  to  steel  foxes  that  click  on  the  curb.  Lovers  expecting 
the  night  to  protect  them,  the  moon  to  far  to  disturb.  Trees  in  the  park 
dance  after  dark  to  music  in  all  the  cafes. 

It's  been  suggested:  well  kept  lawns  and  fences. 

White  porch  swings  and  toast  by  the  fire. 

It's  been  requested:  puppies  a window  of  blossoming  pear  trees  and  place  for 
the  robins  to  nest.  But  i know  that  somewhere  out  there. 

Geminis  split,  Sagittarians  kick  to  the  music  in  all  the  cafes.  Aquarians 
throw  gold  on  the  floor  to  rival  the  glitter  it  makes.  Pisces  swim  over  the 
rim  knowing  they've  got  what  it  takes  to  cut  through  dark  and  get  to  the  heart 
of  music  in  all  the  cafes. 


Hriette?  Quo i lees 
C I aude  Debussy 


C 'es(  / 'txiiTS* 

This  is  languorous  ecstasy. 

This  is  sensua I wear i ness , 

This  is  ail  the  rustling  of  forests 
in  the  embrace  of  the  breezes. 

This  is,  through  the  gray  boughs, 
The  chorus  of  little  voices. 

Oh,  the  faint  and  cool  murmur, 
it  twitters  and  whispers. 

It  resembles  the  gently  cry 
Which  the  ruffled  grass  exhales. 

Vou  m i qh  t ca I I i t - 

Under  which  the  water  eddies  - 

The  muted  rol I ing  of  pebbles! 

Th i s sou  I wh i ch  i s i amen  t i ng 
In  this  subdued  plaint, 

It  is  ours,  is  it  not? 

Say  tha t it  i s m i ne  and  uours 
Which  breathes  this  humble  hymn, 

So  softly  on  this  mild  evening. 

//  pfa y?'g  &?}s  .‘S'-VJ  caev/’ 

Tears  fall  in  my  heart 
L i ke  the  r a i n upon  the  c i ty . 

What  is  this  languor 
That  penetrates  my  heart? 

Oh,  the  gently  sound  of  the  rain, 

On  the  ground  and  on  the  roofs! 

For  a heart  that  is  weary, 

Oh  the  sound  of  rain! 

Tears  fall  without  reason 
in  this  anguished  heart. 

What?  Ho  betrayal? 

Th i s mourn i ng  has  no  reason . 

This  is  truly  the  keenest  pain, 

To  know  net  why. 

Without  either  love  or  hate, 

My  heart  bears  so  muen  pain. 

L V.udre  rt'Sr-ss 


Cttewjzux  -J3  Sots 

Turn,  turn,  good  wooden  horses. 

Turn  a hundred  times, 

Turn  a thousand  times. 

Turn  often  turn  always, 

Turn,  turn  to  the  tune  of  the  oboes. 

The  cm  Id  all  red  and  the  mother  white. 

The  boy  in  black  ar.d  the  girl  in  rose. 

Cne  i s do i ng  th i ngs , 

The  o then  i s show i ng  o f f , 

Each  one  i s spend ing  h : s Sunday  penny . 

Turn,  turn,  horses  of  their  heart. 

Wh i ! e at  all  your  turn i ng 

The  sly  rogue  casts  a sneaky  giar.ee. 

Turn  to  the  tune  of  the  victorious  trumpet 
It  is  astounding  how  it  intoxicates  you, 

T o move  thus  i n th i s f oo i i sh  c i reus . 

Ho- thing  is  tre  stomach  and  bad  headaches 
Feeling  bad  all  over, 

3rd  yet,  happy  in  the  crowd. 

Turn,  hobby  horses,  without  ever  needing 
The  aid  of  spurs  to  make  you  gallop  on. 
Turn,  turn,  wi incut  any  hope  of  nay, 

3rd  hurry,  horses  of  their  sou:, 

Here,  already,  tine  supper  be:!  is  sounding 
By  n i gh t , wh i ch  fa i i s and  d i sperses 
The  crowd  of  gay  drinkers, 

Whose  thirst  has  made  them  famished. 

Turn,  turn ? The  velvet  sky 
firrays  itself  with,  golden  stars. 

The  church  toils  a mournful  knei I . 

Turn  t:  the  gay  tune  of  the  arums. 

Keep  turn i ng . 


The  reflection  of  the  trees 
I n the  misty  r i ver  i s van i sh ing  i i ke  smoke , 
While,  in  the  air,  amid  the  real  branches. 
The  turtle  doves  lament. 

How  much,  oh  traveler,  this  pallia  landscape 

Mirrored  your  own  pale  self, 

find  how  sadly,  in  the  high  boughs. 

They  wept  - your  drowned  hopes! 


Charles  Ives 


West  London 

Crouch’d  on  the  pavement,  close  by  Belgrave  Square, 

A tramp  I saw,  ill,  moody,  and  tongue-tied. 

A babe  was  in  her  arms,  and  at  her  side 
A girl;  their  clothes  were  rags,  their  feet  were  bare. 

Some  labouring  men,  whose  work  lay  somewhere  there, 

Pass’d  opposite;  she  touch’d  her  girl,  who  hied 
Across,  and  begg’d,  and  came  back  satisfied. 

The  rich  she  had  let  pass  with  a frozen  stare. 

Thought  I:  “Above  her  state  this  spirit  towers; 

She  will  not  ask  of  aliens,  but  of  friends, 

Of  sharers  in  a common  human  fate. 

She  turns  from  the  cold  succor,  which  attends 
The  unknown  little  from  the  unknowing  great, 

And  points  us  to  a better  time  than  ours.” 

—Matthew  Arnold,  1 867 


Like  A Sick  Eagle 

The  spirit  is  too  weak— mortality 

Weighs  heavily  on  me  like  unwilling  sleep, 

And  each  imagined  pinnacle  and  steep 
Of  godlike  hardship  tells  me  I must  die 
Like  a sick  eagle  looking  towards  the  sky. 

-John  Keats,  from  On  Seeing  The  Elgin  Marbles 

The  Housatonic  at  Stockbridge 

Contented  river!  in  thy  dreamy  realm 
The  cloudy  willow  and  the  plumy  elm: 

Thou  beautiful!  From  ev”ry  dreamy  hill 
What  eye  but  wanders  with  thee  at  thy  will, 

Contented  river!  And  yet  overshy 
To  mask  thy  beauty  from  the  eager  eye; 

Hast  thou  a thought  to  hide  from  field  and  town? 

In  some  deep  current  of  the  sunlit  brown 

Ah!  there’s  a restive  ripple,  and  the  swift 
Red  leaves  September’s  firstlings  faster  drift; 

Wouldst  thou  away  dear  stream?  Come,  whisper  near! 

I also  of  much  resting  have  a fear: 

Let  me  tomorrow  thy  companion  be, 

By  fall  and  shallow  to  the  adventurous  sea! 

—Robert  Underwood  Johnson 


Charlie  Rutledge 

Another  good  cow-puncher  has  gone  to  meet  his  fate, 

I hope  he’ll  find  a resting  place  within  the  golden  gate. 

Another  place  is  vacant  on  the  ranch  of  the  XIT, 

‘Twill  be  hard  to  find  another  that’s  liked  as  well  as  he. 

The  first  that  died  was  Kid  White,  a man  both  tough  and  brave, 

While  Charlie  Rutledge  makes  the  first  to  be  sent  to  his  grave, 

Caused  by  a cow-horse  falling  while  running  after  stock; 

‘Twas  on  the  spring  round-up— a place  where  death  men  mock. 

He  went  foward  one  morning  on  a circle  through  the  hills, 

He  was  gay  and  full  of  glee,  and  free  from  earthly  ills; 

But  when  it  came  to  finish  up  the  work  on  which  he  went, 

Nothing  came  back  from  him;  his  time  on  earth  was  spent. 

‘Twas  as  he  rode  the  round-up,  an  XIT  turned  back  to  the  herd; 

Poor  Charlie  shoved  him  in  again,  his  cutting  horse  he  spurred; 

Another  turned;  at  that  moment  his  horse  the  creature  spied 
And  turned  and  fell  with  him;  beneath,  poor  Charlie  died. 

His  relations  in  Texas  his  face  never  more  will  see, 

But  I hope  he’ll  meet  his  loved  ones  beyond  in  eternity. 

I hope  he’ll  meet  his  parents,  will  meet  them  face  to  face, 

And  that  they’ll  grasp  him  by  the  right  hand  at  the  shining  throne  of  grace. 


—from 


Cowboy  Songs 
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SECOND  CHAMBER  MUSIC  CONCERT 

Saturday,  July  13,  1996  at  2:00  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Leon  Fleisher  (Schubert,  Faure) , Fenwick  Smith  and  Ann 
Pilot  (Ravel) , Eugene  Lehner,  and  Frank  Epstein 


Schubert  Fantasie,  Op.  posth.  159,  D.  934 

Andante  molto:  Allegretto 

Andantino 

Allegro  vivace 

Cristina  Buciu,  violin 
Jean  Schneider,  piano 


Ravel  Introduction  and  Allegro 

Dennis  O'Boyle,  violin  Emily  Schaad,  viola 

Lisa  Hansen,  violin  Marika  Kobayashi,  cello 

Hilary  Lynch,  flute  Jean-Philippe  Vivier,  clarinet 

Tomoko  Sato,  harp 


Brahms  String  Sextet  No.  1 in  B-flat  Major,  Op.  18 

Allegro,  ma  non  troppo 
Thema  con  Variazioni:  Andante,  ma 
moderato 

Scherzo:  Allegro  molto 

Rondo:  Poco  allegretto  e grazioso 


Elise  Kuder,  violin  Paul  Reynolds,  viola 
Biliana  Voutchkova,  violin  Andra  Voldins,  viola 
Paige  Riggs,  cello  Marika  Kobayashi,  cello 


Bazelon  Fourscore 

Matthew  Strauss,  Michael  Sharkey,  Eric  Millstein, 

Joseph  Pereira,  percussion 

Irwin  Bazelon  died  on  August  2,  1995  at  the  age  of  73.  His  untimely 
death  occurred  just  two  months  after  the  completion  of  a recording  of 
three  orchestral  works  with  the  Bournemouth  Symphony  Orchestra.  All 
told  he  composed  9 symphonies  and  over  60  orchestral,  chamber  and 
instrumental  pieces. 

Irwin  "Bud"  Bazelon  is  a study  in  the  complexities  of  human 
personality:  this  multi-faceted  individual,  whose  creative 
achievements  are  staggering  in  their  diversity  and  richness,  is 
difficult  to  classify  in  any  traditional  sense.  Born  in  Illinois  in 
1922,  he  earned  a BA  in  1945  and  an  MA  in  1946  fromn  DePaul  University 
where  he  studied  piano  with  Magdalen  Messmann  and  composition  with 
Leon  Stein.  From  1946  to  1948  Bazelon  came  under  the  private  tutelage 


BALDWIN  PIANO 


of  Darius  Milhaud  at  Mills  College  in  California.  He  augmented  his 
studies  with  Ernst  Bloch  at  the  University  of  California.  Most  noted 
for  his  "Short  Symphony'’  and  the  nine  second  NBC  television  musical 
signature,  the  composer  is  credited  with  seven  symphonies,  three  piano 
sonatas,  two  string  quartets,  in  addition  to  several  scores  to  films 
and  commercial  jingles.  Bazelon's  principle  works  for  percussion 
include  Propulsions  (6  percussion) , Double  Crossings  (trumpet  and  one 
percussionist) , Concatenations  (4  percussion  and  viola) , Suite  for 
Solo  Marimba  and  Partnership  (marimba  and  timpani) . His  book  Knowing 
the  Score  provides  an  insider's  view  of  the  composers  and  music  that 
have  contributed  an  emotional  backdrop  to  movies.  In  his  short  stay 
at  Oberlin  in  December  1985,  the  bushy-browed  composer  displayed  some 
of  his  many  talents  and  interests  as  he  barked  final  advice  to  the 
Fourscore  quartet  on  the  eve  of  the  work's  performance  and  at  the 
post-concert  reception  espoused  his  opinion  on  everything  from  horse- 
racing to  pop  music,  through  a cloud  of  pungent  cigar  smoke. 

In  many  ways  Fourscore  typifies  the  diverse  nature  of  its  composer. 
Throughout  this  work,  Bazelon's  ongoing  fascination  with  unique 
timbres  and  sonorities  is  clearly  in  evidence:  the  semi-muted  sound  of 
padded  mallets  on  the  chimes,  the  use  of  various  playing  areas  on  the 
cymbal,  as  well  as  the  interplay  of  a dual  soloistic  line  (marimba  and 
vibraphone)  in  a group  setting,  are  a few  examples  of  the  composer's 
ear  for  unusual  sound  colors.  The  jazz-like  sound  of  the  vibraphone 
juxtaposed  against  the  concert  sound  of  the  marimba  and  the  overall 
driving  nature  of  the  piece  give  this  otherwise  abstract  work  a 
somewhat  pragmatic  sound.  Finally,  the  composer  sums  up  this  piece, 
and  his  very  urbane  music  as  a whole,  with  his  comment  to  David  Ewen, 
"I  like  fast  over  slow,  high  over  low,  loudness  to  softness.  I'm  a 
dramatic  composer.  My  music  snarls  rather  than  caresses,  but  I am  not 
afraid  to  write  a melody." 


Faure  Quartet  in  C minor  for  Piano  and  Strings, 

Op.  15 

Allegro  molto  moderato 
Scherzo:  Allegro  vivo 
Adagio 

Allegro  molto 

Rebecca  Carrington,  cello 
Naomi  Niskala,  piano 


Christopher  Neal,  violin 
Paul  Reynolds,  viola 
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PHYLLIS  CURTIN  SEMINAR 
Second  Concert 

Saturday,  July  13,  1996  at  3:30  p.m. 

Chamber  Music  Hall 

Prepared  by  Margo  Garrett,  Kenneth  Griffiths,  Dennis  Helmrich 
Kayo  Iwama,  Karl  Paulnack  and  Alan  Smith 


Cuatro  Madrigales  Amatorios 
rJ  Con  que  la  lavare? 

Vos  me  matasteis. 

c'  De  donde  venis,  amore? 

De  los  alamos  vengo,  madre. 


Kathryn  Brown,  soprano 
Cameron  Stowe,  piano 


Joaquin  Rodrigo 
(b. 1901) 


Justines  Kerner  Lieder,  Op.  35  Robert  Schumann 

Lust  der  Sturmnacht  (1810-1856) 

Erstes  Grun 

Sehnsucht  nach  der  Waldgegend 

Wanderrung 

Stille  Liebe 


Steve  Maricle,  bass-baritone 
Pamela  Reimer,  piano 


La  Bonne  Chanson  (Paul  Verlaine) 

Une  Sainte  en  son  aureole 
Puisque  1 ’ aube  grandit 
J'allais  par  des  chemins  perfides 
Avant  que  tu  ne  t'en  ailles 
N'est-ce  pas? 

L'Hiver  a cesse 

Daniel  Norman,  tenor 
Dana  Brown,  piano 


from  Myrthen,  Op.  25  Schumann 

Widmung  (Ruckert) 

Der  Nussbaum  (Mosen) 

Lied  der  Suleika  (Willemer) 

Du  bist  wie  eine  Blume  (Heine) 

Freisinn  (Goethe) 

Kira  Slovacek,  soprano 
David  Zobel,  piano 


Gabriel  Faure 
(1845-1924) 


BALDWIN  PIANO 


An  die  feme  geliebte 


Ludwig  van  Beethoven 
(1770-1827) 


Robert  Gildon,  baritone 
Edward  Bak,  piano 


Quatre  Chansons  de  Jeunesse 

Pantomime  (Paul  Verlaine) 

Clair  de  lune  (1st  version)  (Paul  Verlaine) 
Pierrot  (Theodore  de  Banville) 

Apparition  (Stephane  Mallarme) 

Rachel  Luxon,  soprano 
Gary  Gress,  piano 


Wer  hat  dies  Liedlein  erdacht 

Das  irdische  Leben 

Nicht  wiedersehen 

Ich  atmet'  einen  linden  Duft 

Urn  schlimme  Kinder  artig  zu  machen 


Claude  Debussy 
(1862-1918) 


Gustav  Mahler 
(1860-1911) 


Daniel  Gurvich,  baritone 
David  Zobel,  piano 


Cuatro  Madrigales  Amatorios 
iCon  que  la  lavare? 


Joaquin  Rodrigo 


With  what  shall  I wash  the  skin  of  my  face? 

With  who! shall  I cleanse  my  painful  existence? 

The  housewives  wash  themselves  with  lemon  water. 

I bathe  my  anguish  with  tears  wrung  from  my  sorrow. 

Vos  me  matasteis. 

You  have  slain  me, 

Maid  with  flowing  tresses. 

You  have  killed  me. 

On  the  banks  of  a river 
I saw  a virgin, 

A maid  with  flowing  tresses. 

iDe  donde  venis.amore? 

From  where  did  you  come,  my  love? 

I know  full  well  from  where. 

From  where  did  you  come, my  friend? 

I wish  that  I might ^se&i  you . 

h ^ 

De  los  alamos  vengo,  madre. 

From  the  poplars  I've  come,  mother. 

I saw  the  branches  sway  in  the  breeze. 

From  the  poplars  of  Seville, 

Where  I saw  my  beautiful  lover. 


Justines  Kerner  Lieder  Op. 35  Robert  Schumann 

Lust  der  Sturmnacht 

When  over  mountains  and  valleys  rain  falls,  storms  rise,  signs  and  windows  brightly 
clatter  and  in  night  the  wanderer  goes  astray.  Here  in  this  room  it  is  so  calm  and 
pleasant,  all  the  gold  shine  of  heaven  flows  disposed  into  blissful  love.  Rich  life  have 
pity,  hold  me  fast  in  loving  arms.  Spring  flowers  upward  break  forth,  clouds  drift  and 
birds  sing.  Never  end  you  wild  stormy  night.  Clatter  the  windows  swing  the  signs,  rise 
up  forests,  rise  o wave!  I am  embraced  by  heaven’s  brightness! 

Erstes  Grun 

You  young  green  you  fresh  grass!  How  many  hearts  have  healed  that  were  made 
sick  by  winters  snow.  Oh  how  my  heart  longs  for  you!  Already  you  have  come  out  of 
earths  night,  how  my  eyes  are  gladdened  by  the  sight  of  you.  Here  in  this  forests  still 
ground  I press  the  green  to  my  heart  and  mouth.  How  I urge  to  avoid  mankind!  My 
sorrow  cannot  be  removed  by  mans  words;  only  young  green  shoots  placed  on  my 
heart  can  make  it  beat  more  peaceful. 

Sehnsucht  nach  der  Waldgegend 

Come  I not  out  of  those  noble  and  wonderful  forests!  I hold  so  much  love  for  many 
long  years!  In  your  twilights  birds  sing  and  a silver  spring  out  of  many  songs  is  sprung 
from  my  breast  fresh  and  bright.  Your  water  your  sound  your  rustling  never  tire,  your 
melodies  all  awaken  the  song  in  my  breast.  Here  in  these  wide  pastures  am  I all 
deserted  and  mute,  and  I see  in  the  blue  sky  and  within  the  clouds,  myself.  When  in 
the  breast  it  is  forced  then  it  seldom  stirs  the  song:  how  the  birds  stop  singing  and  from 
the  trees  the  leaves  are  separated. 


Wanderung 

Now  begins  the  fresh  journey  into  unknown  lands.  Severed,  ah,  severed  are  many 
ties  that  are  dear.  You  cross  of  my  homeland  where  I have  often  waited  in  prayer,  you 
trees,  ah,  you  hills,  oh  look  at  me  and  bless  me!  Now  sleeps  the  wide  earth,  no  bird 
wakes  the  grove,  still  am  I not  forsaken,  am  I not  alone;  For  ah!  On  my  heart  wear  I her 
dear  pledge,  I feel  it,  and  earth  and  heaven  are  one! 


Stille  Liebe 

I would  praise  you  in  song,  I would  sing  you  the  longest  song,  yes  I in  all  ways 
dignified  would  I sing  to  you  and  never  tire.  But  what  always  makes  me  sad  is  that  I 
am  never  able  to  carry  you,  my  beloved  in  this  breasts  heavenly  shrine.  This  pain  has 
compelled  me  to  sing  this  small  song  but  from  bitter  sorrow  of  you  I am  not  worthy. 


La  Bonne  Chanson  Gabriel  Faure 
Une  Sainte  en  son  aureole 

A Saint  in  her  halo, 

A chatelaine  in  her  tower, 

All  that  human  words  contain 
Of  grace  and  love; 

The  golden  note  that  can  be  heard 
From  the  horn  in  the  distance  of  the  woods, 

Combined  with  the  tender  pride 
Of  the  noble  ladies  of  long  ago: 

Withal  the  rare  charm 
Of  a fresh,  triumphant  smile 
Blooming  in  the  purity  of  tne  swan 
And  the  blushes  of  a child-bride. 


A pearly  sheen,  white  and  pink, 

A gentle  patrician  harmony: 

I see,  I hear  ail  these  things 
:n  her  Carlo vingian  name. 

Puisque  I'aube  grandit 

Since  dawn  is  breaking,  since  daybreak  is  here. 

Since  hope,  having  eluded  me  so  long,  agrees 
To  return,  heeding  my  supplication, 

Since  ail  this  happiness  agrees  to  be  mine. 

Guided  by  you.  beautiful  softly  flaming  eyes. 

Led  by  you,  0 hand  in  which  my  own  hand  trembles, 

I would  walk  ahead,  were  it  by  mossy  paths. 

Or  tracks  made  rough  by  recks  and  boulders: 

And  as  if  to  beguile  the  slowness  of  the  journey, 
l will  sing  some  simple  tunes.  I tell  myseif 
That  she  will  probably  listen  to  me  without  annoyance; 
And  truly  I wish  for  no  other  Paradise. 

J'ailais  par  des  chemins  perfides 

I followed  treacherous  paths. 

Sadly  insecure. 

Your  dear  hands  were  my  guide. 

So  palely  on  the  far  horizon 
Shined  a feeble  hope  of  dawn; 

Your  glance  was  the  morning, 

No  sound,  but  of  his  sonorous  footsteps, 

Encouraged  the  traveler. 

Your  voice  said  to  me:  "Keep  walking!" 

My  fearful  heart,  my  gloomy  heart, 

Wept,  alone,  on  the  sad  path; 

Love,  delicious  conqueror. 


Has  reunited  us  in  joy. 


N'est-ce  pas? 

Is  it  not  so?  light  of  heart  and  unhurried,  we  will  follow 
The  modest  path  which  smiling  hope  has  shown  us, 
Caring  little  if  others  ignore  us  or  see  us. 

Isolated  in  love  as  in  a dark  forrest, 

Our  two  hearts  breathing  peaceful  tenderness 
Will  be  two  nightingales  singing  in  the  evening. 

Without  worrying  about  what  Fate  destines  for  us, 
We  will  walk  at  the  same  pace. 

And  hand  in  hand,  with  the  chi!d*like  soul 


Of  those  whose  love  is  unalloyed,  is  it  not  so? 


L'HiYer  a cesse 

Winter  has  ended,  the  light  is  warm 

and  is  dancing,  from  the  earth  up  to  the  clear  sky. 

The  saddest  heart  must  surrender 

To  the  immense  joy  spreading  through  the  air. 

For  a year  I have  had  springtime  in  my  soul, 

And  the  green  return  of  maytime. 

Like  a flame  encircling  a flame. 

Adds  perfection  to  perfection, 

The  biue  sky  extends,  rises  and  crowns 
The  unchanging  azure  wherein  my  love  is  smiling. 
The  season  is  beautiful  and  my  destiny  is  fair 
And  all  my  hopes  are  realized. 


Let  summer  come!  Let  come  in  turn 
The  autumn  and  the  winter!  And  each  season 
Will  delight  me,  Oh  you  are  so  blessed 
With  imagination  and  understanding! 


I 


Avant  que  tu  ne  t'en  aides 

Before  you  vanish. 

Pale  morning-star: 

-A  thousand  quails 
Are  singing  in  the  thyme !- 

Turn  towards  the  poet, 

Whose  eyes  are  full  of  love; 

-The  lark 

Ascends  to  the  sky  with  the  daylight!— 

Turn  your  gaze  that 
The  dawn  is  drowning  in  its  azure: 
-What  joy 

among  the  fields  of  ripe  cornl- 

And  make  my  thoughts  shine 
Yonder,  far  away,  oh!  far  away! 

-The  dew 

Gaily  glistens  on  the  hay  !— 

In  the  dream 

Of  my  love,  who  still  asleep,  is  agitated 
-Quickly,  quickly, 

For  here  is  the  golden  sun!- 


Schumann,  Myrthen  Op. 25  (Selections) 


Widmung  - Dedication  (Riickert) 

You  are  my  soul  and  my  heart. 

My  bliss  and  my  pain. 

You  are  the  world  in  which  I live, 

The  heaven  to  which  I soar. 

The  grave  in  which 
I have  forever  laid  my  sorrow. 

You  are  rest,  you  are  peace, 
you  are  bestowed  on  me  by  heaven. 

Your  love  makes  me  worthy. 

Your  gaze  has  transfigured  me. 

Lovingly  you  raise  me  above  myself. 

My  good  spirit,  my  better  self! 


Der  Nussbaum  - The  Walnut  Tree  (Mosen) 

A Walnut  tree  blooms  outside  the  house. 
Fragrantly,  airily  spreading  its  leafy  boughs. 

It  bears  many  lovely  blossoms, 

Tenderly  caressed  by  soft  breezes. 

In  pairs  they  whisper, 

gracefully  bending  their  delicate  heads  to  kiss. 

They  whisper  of  a maiden,  who  dreamed 
Night  and  day,  but  knew  of  not  what. 

They  whisper,  who  can  understand  what  they  know? 
Whispering  of  a bridegroom,  and  of  next  year. 

The  maiden  listens  as  the  tree  rustles; 

Yearning,  musing,  she  smiles  and  drifts  into 
sleep  and  dreams. 


Lied  der  Suleika  - Song  of  Suleika  (Willemer) 

With  what  heartfelt  contentment,  „ 

Song,  I grasp  your  meaning. 

Lovingly  you  seem  to  say 

That  I am  at  his  side,  his  side 

That  he  ever  thinks  of  me  alone. 

And  ever  bestows  the  bliss  of  his  love 
On  me,  far  away,  who  dedicates 
Her  life  to  him. 

For  my  heart,  dear  friend,  is  the  mirror 
Wherein  you  have  seen  yourself, 

This  breast  where  your  seal  is  imprinted 
Kiss  on  kiss,  kiss  on  kiss. 

Your  sweet  art,  its  pure  truth. 

Chains  me  in  sympathy; 

Pure  embodied  radiance  of  love 
Wearing  the  robe  poetry. 


Du  bist  wie  eine  Blume  - You  are  like  a flower  (Heine) 

You  are  like  a flower. 

So  sweet,  fair  and  pure; 

I look  at  you,  and  melancholy 
Sneaks  into  my  heart. 

X feel  as  if  I should  lay  my  hands 
Upon  your  head. 

And  pray  that  God  might  keep  you 
So  pure,  fair  and  sweet. 


Freisinn  - Free  Spirit  (Goethe) 

Let  me  thrive  only  in  the  saddle! 

Stay  in  your  huts  and  tents ! 

I'll  ride  joyfully  into  the  wide  world 
With  only  the  starts  above  my  cap. 

He  has  set  the  constellations 
To  guide  you  over  land  and  sea. 

That  you  may  delight  in  them 
As  you  gaze  forever  upwards  . 


An  die  feme  Geliebte  op  93  no  1-61 81 6 
( To  trie  Distant  Beloved ) 

Beethoven 

1 

On  the  hill  I sit  gazing  in  to  the  blue  haze 
look  mg  towards  tne  distant  meadows 
vvi'e-'-  ■ found  .<ou,  my  beloved. 

Far  am  I separated  Torn  you,, 
mountain  ana  valley  lie  between  us 
: ur  peace,  our  happiness  a nd  our  torment 

- h you  cannot  see  the  .dances  that  hurry 
so  : ingly  towards  yo u;  the  sighs  are  blown  away 
by  the  space  that  divides  us. 

W: ' noth  ng  -ear  - you  any  more, 
can  nothing  be  the  messenger  of  love9 
I shall  sing  songs  to  pour  out  my  pain. 

Then  at  the  sound  of  a song,  space  and  time  recede 
and  a loving  heart  Is  reached 
by  what  a loving  heart  has  blessed. 


w here  the  mountains  so  blue,  Tom  the  misty  grey,  look  around, 
where  the  sun  fades  .where  the  sky  clouds  over, 
there  would ! be. 

There  n the  peaceful  valley,  pain  and  torment  are  silenced, 
where  in  the  rock  the  primrose  ponders  and  the  winds  blow  so  softly 

there  would  I be. 

Away  to  the  thoughtful  wooer,  am  I driven  by  the  power  of  love 
by  inner  pain. 

Ah  i would  not  be  driven  Tom  here,  could  i but  be  with  you  forever. 

O 

Light  sailing  clouds  above  and, you,  small  and  narrow  brook 
if  you  see  my  loved  one 
send  a thousand  greetings  to  her. 


If  clouds  you  see  her  walking  in  the  still  valley 
make  me  appear  to  her  in  heavens  airy  hall 

If  she  is  standing  by  bushes  which  are  yellow  and  bare 
pour  out  to  her  my  fate  and  torment. 

Still  westwinds  .take  to  my  true  love  my  sighs., 
which  disappear  like  the  sun's  last  rays. 

Whisper  to  her  my  entreaties,  let  her,  small  brooklet, 
see  my  never  ending  tears  in  your  ripples. 

4 

You  ciouds  above,  You  cheerful  birds  flying, 
if  you  see  my  loved  one, 
cake  rne  with  you  on  your  journey. 

You  westwinds  which  c iay  and  dance  on  her  cheeks  and  breasts, 
and  ruffe  her  long  silken  locks, 

Could  1 a 'so  share  in  that  joy? 

To  you  from  those  hills  this  ousy  brook  hurries. 

Should  she  oe  mirrored  in  you 
flow  straight  back  to  me. 


Way  arrives,  the  meadow  blooms,  the  wind  blows  gently  and  m ildly 
a no  the  brooks  chatter. 

The  Swallow  returns  to  her  roof  and  builds  her  bridal  chamber 
where  love  will  abide. 

She  busily  flies  around  collecting  many  soft  bits  for  the  chamber 
and  many  warm  bits  for  the  young  ones. 

The  Swallows  iive  together  eontently. 

What  winter  has  separated  May  has  joined  together 
May  returns,  the  meadow  blooms,  the  wind  blows  gently  and  mildly 
Only  ! cannot  leave  here. 

When  spring  unites  ail  in  love,  no  spring  comes  for  our  love 
and  tears  are  its  only  gain. 

6 

Take  these  songs  which  I have  sung  for  you 
sing  them  again  at  evening  to  the  sound  of  the  lute. 

As  the  sun  sets  towards  the  calm  blue  lake, 
and  Its  last  ray  fades  behind  the  mountain  top, 
sing  these  songs  which  I have  sung  to  you 
without  pretension,  aware  only  of  longing. 

Then  at  the  sound  of  these  songs,  the  distance  shall  recede 
and  a loving  heart  be  reaches  by  what  a loving  heart  has  blessed 


PANTOMIME 


VERLAINE 


DEBUSSY 


Pierrot  is  nothing  like  Clitandre. 

he  empties  a flask  in  one  gulp,  and  without  waiting, 

being  practical,  he  cuts  the  first  slice  of  pate 

Cassandre,  far  down  the  avenue, 

sheds  a silent  tear 

for  her  underprivelaged  nephew 

The  rascal  Harlequin  plans  the  abduction  of  Colombine, 
and  pirouettes  four  times 

Columbine  creams,  and  is  supnsed  to  hear  a heart  on  the  breeze 
and  the  voices  in  her  heart. 


CLAIR  DELUNE  VERLAINE  DEBUSSY 


Your  soul  is  a chosen  landscape 

where  charming  maskers  and  bergamaskers  pass  to  and  fro. 

playing  lutes  and  dancing  and  almost  sad 

underneath  their  fantastic  disguises. 

Whilst  singing  in  minor  mode 
of  love  victorious  and  life  opportune, 
they  don't  seem  to  believe  in  their  happiness 
and  their  song  mingles  with  the  light  of  the  moon. 

The  calm  moonlight,  sad  and  beautiful' 

that  makes  the  birds  in  the  trees  cream 

and  the  fountains  sob  with  ecstacy, 

the  tall  slender  fountains,  svelte  among  the  marbles 


’PIERROT 


BANVILLE 


DEBUSSY 


The  good  pierrot  that  the  crowd  admire 
after  the  wedding  reception  of  Harlequin, 
follows  dreamily  the  Boulevard  Du  Temple. 

A yourjgirl  in  a clinging  blouse  teases  him  with  her  coquetish  eye 

However,  mysterious  and  sleek,  and  cherishing  him  above  all  else, 
the  white  moon,  with  horns  of  a bull. 

throws  a sideways  glance  to  its  friend  Jean  Gaspard  Debureau 


APPARITION  MALLARME 


DEBUSSY 


The  moon  is  getting  sad 
the  Seraphims  in  tears 
Dreaming.their  bows  in  hand, 
in  the  calm  mist  of  the  flowers, 
drawing  from  the  dying  violes 

white  sobs,  sliding  through  the  blue  azur  of  the  corollas. 

It  was  the  blessed  day  of  your  first  kiss. 

My  (teaming,  fond  of  making  me  a martyr 

has  jown  drunk  knowingly  on  the  perfume  of  sadness, 

without  reg'et  or  disappointment 

the  gathering  of  that  cteam  leaves  the  heart  that  has  reaped  it. 

Thus  I wandered,  my  eyes  rivetted  to  the  aged  pavement, 
when,  with  the  sun  in  your  hair 
in  the  street  and  in  the  evening 
you  have  appeared  to  me  laughing 
I thought  I saw  the  fairy  with  a halo  of  light 
who  previously.  in  my  beautiful  sleep  of  spoilt  childhood 
passed  by,  always  leaving  to  snow  down  from  half  closed  hands, 
white  bouquets  of  scented  stars. 


Five  Songs  by  Gustav  Mahler  (1860-191 1 ) 

1 Wer  hat  dies  Liedlein  erdacht  --  Who  Has  Thought  Up  this  Little  Song? 

Up  there  on  the  mountain 
In  the  high  house!  In  the  house! 

There  looks  out  a fine  dear  little  maiden! 

She  is  not  at  home  there1 

She  is  the  innkeeper’s  little  daughter! 

She  lives  on  a green  heath! 

My  heart  is  wounded! 

Come,  sweetheart,  make  it  well  again! 

Your  dark  brown  eyes  have  wounded  me 
Your  rosy  mouth  makes  my  heart  healthy, 

Makes  the  young  wise,  makes  the  dead  come  alive. 

Makes  the  sick  recover! 

Recover  indeed. 

Who  then  has  thought  up  this  fine  little  song? 

Three  geese  brought  it  over  the  water. 

Two  gray  and  a white! 

And  whoever  can't  sing  the  little  song, 

They  will  whistle  it  for  him!  Indeed! 


2 Das  irdische  Leben  --  The  Earthly  Life 

“Mother,  oh  mother,  so  hungry  am  I. 

Give  me  bread,  else  I shall  die!” 

"Wait  only!  Wait  only,  my  dear  child! 
Tomorrow  we  shall  harvest  so  fast!” 

And  when  the  corn  had  been  harvested, 

The  child  kept  calling  unendigly: 

“Mother,  oh  mother,  so  hungry  am  I, 

Give  me  bread,  else  I shall  die!” 

“Wait  only,  wait  only,  my  dear  child, 
Tomorrow  we  shall  thrash  so  fast!” 

And  when  the  corn  had  been  thrashed, 

The  child  still  called  as  before: 

“Mother,  oh  mother,  so  hungry  am  I, 

Give  me  bread,  else  I shall  die!” 

“Wait  only,  wait  only,  my  dear  child, 
Tomorrow  we  shall  bake  so  fast!" 

And  when  the  bread  had  been  baked  at  last, 
The  child  lay  on  the  death  bier! 


(Mahler,  cont.) 


3 Nicht  Wiedersehen!  --  Never  to  Meet  Again! 

And  now  goodbye,  my  heart’s  beloved! 

Now  I must  part  from  you  until  next  summer  comes, 

Then  shall  I return  to  you! 

Goodbye1  Goodbye  my  heart’s  beloved1 

And  when  the  young  boy  came  home  again, 

He  began  to  ask  for  his  sweetheart 
"Where  is  my  heart's  beloved, 

Whom  I have  left  behind4 * * * * 9’’ 

“In  the  churchyard  she  lies  buried, 

Today  is  the  third  day! 

Her  mourning  and  her  weeping  has  carried  her  away  to  death!” 

Now  I will  go  to  the  churchyard, 

Will  search  for  my  sweetheart’s  grave, 

Will  be  calling  her  unendingly,  yes  calling. 

Until  she  answers  me! 

Oh,  my  heart’s  beloved, 

Open  your  deep  grave! 

You  hear  no  little  bells  tolling, 

You  hear  no  little  birds  singing, 

You  see  neither  sun  nor  moon! 

Goodbye,  goodbye,  my  heart’s  beloved, 

My  heart’s  beloved!  Goodbye! 


4 Ich  atmet’  einen  linden  Duft  — I Breathed  a Gentle  Scent 

I breathed  a gentle  scent. 

In  the  room  stood  a branch  of  linden, 

A gift  from  a dear  hand. 

How  lovely  was  the  scent  of  linden. 

How  lovely  is  the  scent  of  linden. 

The  sprig  of  linden  you  gathered  gently! 

I breathe  softly  amid  the  scent  of  linden. 

The  gentle  scent  of  love. 


(Mahler,  cont.) 

5 Um  sclimme  Kinder  artig  zu  machen  --  To  Make  Bad  Children  Behave 


There  came  a lord  to  the  little  castle 
On  a beautiful  little  horse 
Cu-cu-ckoo! 

There  looks  the  lady  out  the  window  and  says: 

“My  husband  is  not  at  home, 

And  nobody,  and  nobody  home  except  my  children, 
And  even  the  maidservant  is  in  the  wash-house!" 

The  lord  on  his  little  horse 
Says  to  the  lady  in  the  little  castle: 

Cu-cu-ckoo! 

“Are  they  good  children,  are  they  naughty  children? 
Oh,  dear  lady,  tell  me  quickly,” 

Cu-cu-ckoo! 

In  my  bag  for  obedient  children 
I have  many  gifts,” 

Cu-cu-ckoo! 

The  lady  says:  “very  naughty  children! 

They  don’t  obey  their  mother  quickly!" 

So  the  lord  says:  “well,  then  I will  ride  on  home, 

I have  no  use  for  such  children!” 

Cu-cu-ckoo! 

And  he  rides  on  his  little  horse 
Far,  far  away  from  the  little  castle! 


Cu-cu-ckoo!  Cu-cu-ckoo! 
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THIRD  CHAMBER  MUSIC  CONCERT 

Sunday,  July  14,  1996  at  10:00  A.M. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Roger  Voisin,  Yehudi  Wyner,  Joel  Krosnick, 
Andrew  Jennings,  Donald  MacCourt,  and  Leon  Fleisher 


Gabrieli 


Canzon  in  Double  Echo 
Canzon  a 12 


Joshua  Garrett,  Jennifer  Montone,  Michael  Mayhew,  Haley  Hoops,  horns 
David  Prentice,  Benjamin  Wright,  Mark  Flegg, 

Christopher  Still,  trumpets 

Jarod  Vermette,  Marcos  Max  Vails  Martin,  Scott  Thornton,  trombones 

Randall  Montgomery,  tuba 


Harbison  "November  19,  1828"  for  violin,  viola, 

cello  and  piano 

I.  Introduction:  Schubert  crosses  into 
the  next  world 

II.  Suite:  Schubert  finds  himself  in  a 
hall  of  mirrors 

III.  Rondo:  Schubert  recalls  a rondo 
fragment  from  1816 

IV.  Fugue:  Schubert  continues  the  fugue 
subject  that  Sechter  assigned  him 


Glen  Cherry,  violin  Lawrence  Stomberg,  cello 

Abigail  Kubert,  viola  Aron  Goldstein,  piano 


Mozart  Quartet  in  D minor,  K.  421 

Allegro 

Andante 

Menuetto:  Allegretto 
Allegro  ma  non  troppo 

Anuschka  Franken,  violin  Sun-Young  Lee,  viola 

Ralph  Allen,  violin  Jan  Muller-Szeraws , cello 


Sessions  Duo  for  Violin  and  Piano  (1942) 

Andante  moderato  tranquillo  ed 
espressivo  - Allegro  impetuoso  - 

Tempo  I - 

Allegro  vivace  e con  fuoco 

Elise  Kuder,  violin 
Stewart  Goodyear,  piano 

Played  in  celebration  of  the  centenary 
of  this  superb  American  composer. 


BALDWIN  PIANO 


Liqeti 


Haydn 


Six  Bagatelles  for  Wind  Quintet 
Allegro  con  spirito 
Rubato.  Lamentoso 
Allegro  grazioso 
Presto  ruvido 
Adagio.  Mesto 

B£la  Bart6k  In  Memorial 
Molto  vivace.  Capriccioso 

Lisa-Maree  Amos,  flute  Michael  Bepko,  clarinet 

Rebecca  Schweigert,  oboe  Kenneth  Moses,  bassoon 

Joshua  Garrett,  horn 


Trio  in  E-flat  Major,  Hob.XV:29 
Poco  allegretto 
Andantino  ed  innocentemente 
Allemande:  Presto  assai 

Yuka  Nishino,  violin  Nicholas  Tzavaras,  cello 

Marta  Aznavoorian,  piano 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 

THIRD  RECITAL 

Sunday,  July  14,  1996  at  8:30  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


from  the  Vasnier  Sonqbook  (1882-84)  ^ Claude  Debussy 

I.  Pantomime  (1862-1918) 

II.  En  Sourdine  (1st  version) 

V.  Fantoches  (1st  version) 

XI.  Romance  (voici  que  le  printemps . . . ) (1st  version) 

III.  Mandoline 
XII.  La  Romance  d' Ariel 
VIII.  Romance  (Silence  ineffable...) 

Sari  Gruber,  soprano 
Pamela  Reimer,  piano 


Metastasio  Songs,  Op.  83  Franz  Schubert 

L’incanto  degli  occhi  (Pietro  Metastasio)  (1797-1828) 

II  traditor  deluso  (Metastasio) 

II  modo  di  prender  moglie  (anonymous) 

Paul  Guttry,  bass-baritone 
Pamela  Reimer,  piano 


Seven  Sonnets  of  Michelangelo,  Op.  22  Benjamin  Britten 

XVI. 

XXXI. 

XXX. 

LV. 

XXXVIII. 

XXXII. 

XXIV. 

Mark  Schowalter,  tenor 
Cameron  Stowe,  piano 


Si  come  nella  penna  e nell ' inchiostro . . . (1913-1976) 

A che  piu  debb  io  Mai  1 ' intensa  voglia. . . 

Veggio  co'  bei  vostri  occhi  un  dolce  lume... 

Tu  sa'  ch'io  so,  signior  mie,  che  tu  sai. . . 

Rendete  a gli  occhi  miei,  o fonte  o fiume. . . 

S'un  casto  amor,  s'una  pieta  superna... 

Spirito  ben  nato,  in  cui  si  specchia  e vede. . . 


Intermission 


BALDWIN  PIANO 


Donald  Hall  Songs 
Horse  Song 
0 Cheese 

Wheel  of  the  Oxcart 


William  Bolcom 
(b. 1938) 


Walter  Haman,  cello 
Todd  Skitch,  flute 
Benjamin  Fingland,  clarinet 
Neil  Kimel,  horn 
Marta  Aznavoorian,  piano 
Daniel  Gurvich,  baritone 


La  Vita  Fugge  e non  S'arresta  un ' ora  Ildebrando  Pizzetti 

Quel  Rosignuol  che  si  soave  piagne  (1880-1968) 

Levommi  il  mio  pensier  in  parte  ov 1 era 

San  Basilio 

I Pastori 

Passeggiata 


David  Ossenfort,  tenor 
Marie-France  Lefebre,  piano 


Zipperfly  Marc  Blitzstein 

Then  (from  The  Magic  Barrel)  (1905-1964) 

The  Cradle  Will  Rock  (from  The  Cradle  Will  Rock) 

Jimmie's  got  a goil  (e.e.  cummings) 

The  Rose  Song  (from  Reuben,  Reuben) 

Penny  Candy  (from  No  for  an  Answer) 

Scott  Hogsed,  baritone 
Cameron  Stowe,  piano 


Tonight's  program  was  prepared  by  the  TMC  Vocal  Faculty,  Margo 
Garrett,  Kenneth  Griffiths,  and  Alan  Smith.  TMC  faculty 
member  Norman  Fischer  coached  the  Bolcom. 

THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE  END  OF 

EACH  GROJP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist-in-Residence  for  Vocal  Music. 

The  Blitzstein  is  performed  with  the  permission  of  the  Blitzstein 
estate  and  the  generous  assistance  cf  Mr.  Leonard  Lehrman. 


The  Vasnier  Songbook.  by  Claude  Debussy 


I.  Pantomime  (Paul  Verlaine 


Pierrot,  who  is  nothing  like  a 
Clitandre , 

Empties  a flagon  in  one  gulp 
And,  being  practical,  cuts  a pate. 

Cassandre,  at  the  end  of  the  avenue 

Sheds  a silent  tear 

For  his  disinherited  nephew. 


That  cad  Harlequin  plots 
the  kidnapping  of  Colombine 
And  twirls  around  four  times. 

Colombine  dreams,  surprised 
To  feel  a heart  on  the  breeze 
And  to  hear  voices  in  her  heart. 


II.  En  Sourdine  ( 
Calm  in  the  half-light 
Which  the  lofty  branches  cast, 

Let  us  permeate  our  love 
With  this  profound  silence. 

Let  us  mingle  our  souls,  our  hearts 
And  our  senses  in  ecstasy, 

Among  the  vague  murmur ings 
Of  the  pines  and  arbutus  trees. 

And  when,  solemnly 
Descends  from  the  < 
Voice  of  our  despa 
The  nightingale  wi 


ted")  (Paul  Verlaine) 

Close  your  eyes  halfway, 

Fold  your  arms  on  your  bosom, 

And  of  your  sleeping  heart 
Never  hunt  all  intention. 

Let  us  be  wooed 

By  the  lulling  and  gentle  breeze 
Which  crinkles  at  your  feet 
The  waves  of  russet  grass, 
the  evening 
aks , 
r , 

1 sing. 


V.  Fantoches  ("Marionettes")  (Paul  Verlaine 


Scaramouche  and  Pulcinella, 

Who  are  brought  together  by  some 
evil  scheme, 

Gesticulate,  black  beneath  the  moon. 

In  the  meantime,  the  excellent 
Bolognese 

Doctor  slowly  picks  herbs 
Amid  the  twilit  grass. 


Then  his  daughter,  a saucy  minx, 
Under  the  hedge,  stealthily 
Glides  half-naked,  seeking 

Her  handsome  Spanish  pirate, 

Whose  longing  is  loudly  proclaimed 
By  a languorous  nightingale. 


XI.  Romance  (Voici  cue  le  printemps)  (Paul  Bourget) 
Behold  the  spring,  that  light  son  of  April, 

A handsome  page  in  green  velvet  embroidered  with  white  roses, 

He  appears,  nimble  and  dapper,  his  hands  on  his  hips, 

Like  a prince  being  hailed  on  his  return  from  long  exile. 


The  twigs  of  the  hedgerows  make  a straight  path 
Along  which  he  advances,  dancing  like  a jester; 

On  his  left  shoulder  he  carries  a nightingale, 

And  a blackbird  has  posed  itself  on  his  right  shoulder. 


And  the  flowers  which  were  asleep  under  the  forest  moss, 
Open  their  eyes  that  reflect  a vague  and  tender  shadow, 
And  stand  on  tiptoe  to  hear  the  two  birds 


Whistling  and  singing  together. 


For  the  blackbird  whistles  and  the  nightingale  sings; 
The  blackbird  whistles  for  those  who  are  not  loved, 
And  for  the  languishing  and  enchanted  lovers 


The  nightingale  pours  out  a touching 

III  , 

The  serenading  swains 
And  the  lovely  listeners 
Exchange  inspid  remarks 
Under  the  singing  branches. 

There  is  Tircis  and  there  is  Aminte 
And  there  is  the  eternal  Clitandre, 
And  there  is  Damis  who  made 
So  many  tender  verses  for  so  many 
cruel  women. 


song . 

Mandoline 

Their  short  silken  jackets, 
Their  long  trailing  gowns, 
Their  elegance,  their  joy, 

And  their  soft  blue  shadows. 

Twirl  in  the  ecstasy 
Of  a pink  and  gray  moon, 

And  the  mandoline  chatters  on 
Amidst  the  trembling  breezes. 


XII.  La  Romance  d'Ariel  ('"Ariel's  Song") 


Over  these  fair  mountains, 

Tell  me!  will  you  not  come  when 
summoned 

By  your  delicate  Ariel 
Who  makes  the  moss  like  velvet  to 
your  feet? 

Sweet  Miranda,  I would  like  there  to 
be 

Just  enough  breeze 

That  its  warm  breath  might  ruffle 

The  golden  tips  of  your  hair! 

The  foxglove  bells 
Will  chime  as  you  pass; 

The  eglantines  will  shed 

Its  white  petals  on  your  forehead. 


Your  head  of  curls  will  become  more 
blond 

Beneath  the  birch  leaves, 

And  in  the  depth  of  the  valley 
You  will  see  the  water  turn  to  blue, 

The  water  of  the  luminous  dark  lake, 

A changing  mirror  of  the  summer  sky, 

Which  smiles  gaily 

And  grows  sad  in  its  shadow; 

A symbol,  alas,  of  the  loving  heart 
In  which  the  sorrow  or  smile 
Of  someone  too  well  loved  is  reflected 
Gaily  or  sadly . . . 


VIII.  Romance  ("Silence  ineffable") 


Indescribable  silence  of  the  hour 
When  the  heart  in  love  allows  itself 
to  relax 

Upon  another  heart  and  sleep, 

--On  a loving  heart  that  adores  it!. 


Tender  music  of  words 
Like  the  sobbing  of  nightingales, 

So  tender  that  one  wants  to  expire  -- 
--Upon  the  mouth  that  emits  it  like 
a sigh!... 

Ardent  intoxication  of  life 
That  weakens  the  enraptured  lover, 

And  one  hears  the  beating  of  only  one  heart 
--Music,  and  the  silence  of  the  hour!... 


Metastasio  Songs,  by  Franz  Schubert 


L' incanto  degli 

My  life  depends  on  you,  precious 
lights , 

you  are  my  gods,  you  are  my  destiny. 
I feel  myself  change  to  suit  your 
pleasure . 


occhi  (The  eves'  spell) 

If  you  shine  with  happiness,  you 
aflame ; 

If  you  are  troubled,  you  make  me 


set  me 
tremble . 


II  traditor  deluso  (The  traitor  deceived) 

Oh,  I tremble! 

I feel  a cold  sweat  breaking  out  on  my  breast! 

I must  flee,  but  where?  Which  is  the  path?  Who  will  guide  me? 
Oh  God!  What  do  I hear?  What  is  happening? 

Where  am  I? 


Oh,  the  air  flashes  and  glitters  from  within, 
the  unfaithful  ground  rolls  and  shakes 

What  a horrible  dark  night  surrounds  me; 

What  deathly  ghosts,  what  rages  are  these, 
What  a terrible  fear  I feel  in  my  breast. 


II  modo  di  prender  moglie 
All  right!  Let's  not  think  about  it, 
have  courage  and  we'll  be  done. 

In  the  end,  if  I take  a wife, 

I know  why  I'll  do  it. 

I'll  do  it  to  pay  my  debts  -- 
I'll  take  her  for  the  cash. 

I have  no  problem  saying  and 
repeating  it. 

Of  all  the  ways  of  choosing  a wife 
in  the  world, 

I don't  know  of  a happier  way  than 
mine  . 


(The  wav  to  choose  a wife-' 

Some  choose  for  affection,  some  for 
respect , 

Some  choose  on  advice,  some  for  honor, 
and  some  choose  by  whim  - am  I right  or 
or  not? 

And  I,  as  medicine  for  all  my  ills, 
may  I not  take  a little  wife? 

I've  said  it  and  I'll  repeat  it; 

I'll  choose  her  for  the  cash. 

Lots  of  people  do  it,  and  so  will  I. 


Seven  Sonnets  of  Michelangelo,  by  Benjamin  Britten 


Sonnet  XVI 


Just  as  there  is  in  pen  and  ink 
A high,  low  and  middle  style. 

There  are  also  rich  and  poor  images 
According  to  our  talent  and  skills. 
So,  my  dear  sir,  in  your  breast 
There  may  be  as  much  humility  as 
pride : 

But  I only  draw  forth  what  is  in  me 
And  what  shows  outside  on  my  face. 


He  who  sows  sighs,  tears,  and  pains, 
(Heaven's  moisture  on  earth,  simple 
and  pure , 

Works  in  different  ways  for  different 
seeds) , 

Gathers  and  reaps  sadness  and  sorrow: 
He  who  looks  on  beauty  with  such  great 
grief, 

Gathers  and  reaps  doubtful  hopes  and 
bitter  distress. 

My  dear  sir. 


Sonnet  XXXI 


Why  should  I go  on  venting  my  intense  desire 
With  distress  and  sad  words, 

If  heaven  which  dresses  the  soul  with  grief, 

Neither  sooner  nor  later  relieves  our  pain? 

Why  should  my  heart  long  to  die , 

If  others  must  die  also? 

So  let  my  eyes  feel  less  pain  in  their  final  hours; 
All  my  pain  being  greater  than  all  of  my  joy. 

But,  if  I can't  avoid  these  blows, 

And,  indeed,  go  to  meet  them,  since  it  is  fated, 

Who  comes  between  my  pleasure  and  my  pain? 

If  I must  find  happiness  by  being  captured  and  held, 
Is  it  any  wonder  that,  naked  and  alone, 

I remain  a prisoner  of  a cavalier  in  arms. 

Sonnet  XXX 


I see  o sweet  light  with  your  eyes, 
Which  with  my  blind  ones  I cannot; 

I carry  a weight  with  your  feet  on 
my  back, 

Which  with  my  lames  ones  I cannot; 

I fly  with  your  featherless  wings; 
With  your  spirit  I constantly  move 
toward  heaven; 

At  your  will  I turn  pale  or  blush; 


Am  cold  in  the  sun,  hot  in  the  cold 
mist . 

Your  wishes  are  my  sole  desire, 

My  thought  are  born  in  your  heart, 
Your  breath  forms  my  words. 

I am  like  the  moon  all  alone; 

Which  our  eyes  fail  to  see  in  Heaven, 
Except  for  the  part  which  the  sun 
illumines . 


Sonnet  LV 

You  know  that  I know,  my  sir,  that  you  know 

That  I have  come  to  be  nearer  to  you  and  enjoy  you  more; 

And  you  know  that  I know  that  you  know  that  I am  the  same. 

So  why  do  I hesitate  greeting  you? 

If  the  hope  that  you  give  me  is  true, 

And  if  the  desires  I have  are  true, 

Then  let  the  wall  between  us  crumble; 

Forhidden  woes  have  double  force. 

If  I only  love  in  you,  my  dear  sir, 

That  which  you  love  the  most,  don't  be  angry; 

For  one  spirit  is  enamoured  of  another. 

That  which  in  your  beautiful  face  I have  desired  and  learned, 
Is  poorly  understood  by  humankind. 

He  who  wishes  to  see  it,  must  first  die. 


Sonnet  XXXVIII 


Give  back  to  my  eyes,  you  fountains  and  rivers, 

The  waves  of  the  strong  currents  that  are  not  yours, 
Which  raise  and  swell  with  more  energy, 

Than  is  your  natural  way. 

And  you,  dense  air,  which  obscures  heaven's  light, 
From  my  sad  eyes  because  you  are  so  full  of  my  sighs, 
Give  them  back  to  my  weary  heart 
And  lighten  your  dark  face  to  my  sight. 

Give  back  to  the  earth  the  traces  of  my  footsteps 
So  that  the  crushed  grass  may  grow  again; 

And  echo,  ever  deaf  to  my  laments,  return  the  sounds; 
Blessed  pupils,  return  the  glances  to  my  eyes; 

So  that  I may  love  another  beauty  at  another  time, 
Since  you  are  not  pleased  with  me. 

Sonnet  XXXII 


If  there  is  pure  love  and  heavenly  compassion, 

If  a fortune  between  two  lovers  is  equal, 

If  a bitter  fate  is  shared  by  one  another, 

If  one  spirit  and  one  will  governs  two  hearts, 

If  one  soul  is  made  eternal  in  two  bodies, 

Both  rising  to  heaven  with  the  same  wings; 

If  love's  gilded  arrow  can  with  one  blow 
Pierce  and  inflame  the  depths  of  two  hearts; 

If  in  loving  one  another  above  one's  self 
With  one  delight  and  one  pleasure  so  rewarding 
That  both  strive  towards  the  same  end: 

If  thousands  and  thousands  are  not  worth  a hundredth  part 
Of  such  a bond  of  love,  of  such  faith; 

Can  anger  alone  break  and  dissolve  it? 

Sonnet  XXIV 


Well  born  spirit,  in  whom  we  look 
and  reflect 

In  your  beloved  and  honest  limbs 
Which  show  what  nature  and  heaven 
can  achieve  among  us , 

Excelling  any  other  work  of  beauty: 
Graceful  spirit,  in  whom  one 
hopes  and  believes 
Within;  like  what  shows  on  the 
outside , 


Love,  pity,  mercy;  that  are  so  rare  are 
there 

which  no  beauty  ever  had  with  faith- 
fulness , 

Love  seizes  me , and  beauty  binds  me; 

And  with  their  sweet  glances,  pity  and 
and  mercy 

Appear  to  give  my  heart  firm  hope. 

What  rule  or  government  of  the  world 

What  cruelty  now  or  later, 

Could  not  allow  death  to  release  such  a 
beautiful  face. 


6) 


f 


Donald  Hall  Songs,  by  William  Bolcom 
Horse  Song 

All  winter  your  brute  shoulders  strained  against  collars,  padding  and  steerhide 
over  the  ash  hames 

to  haul  sledges  of  cordwood  for  drying 
through  spring  and  summer. 

In  April  you  pulled  cartloads  of  manure  to  spread  on  the  fields, 
dark  manure  of  Holsteins, 

and  knobs  of  your  own  clustered  with  oats... 

Refrain:  0 Ned  the  Elder,  Ned  the  Less 

Riley,  Chester,  and  Sister  Bess 
0 Sally  Maggie,  Billy  Blue 
Nebuchadnezzar  and  Roger  too, 

0 Babe  and  William,  Lady  Ghost, 

Jesse,  Ted  --  but  Riley  the  most 

All  summer  you  mowed  the  grass  in  hayfields, 
mowing  machine  clacketing  beside  you, 

while  the  sun  walked  high  in  the  morning  and  afternoon's  heat, 

You  pulled  a clawed  rake  through  the  same  acres, 
gathering  stacks,  and  dragged  the  wagon  from  stack  to  stack 
and  the  built  hayrack  back, 
up  hill  to  the  chaffy  barn. . . 

Refrain 

When  you  were  old  and  lame, 
one  October  the  man  who  kept  you 

dug  a hole  beside  you  in  sandy  ground  above  Eagle  Pond 

and  lay  the  shotgun's  muzzle 

in  the  boneless  hollow  behind  your  ear, 

And  shoveled  sand  to  cover  you, 
setting  goldenrod  upright  above  you 
where  by  next  summer 

a dent  in  the  ground  made  your  monument... 

Refrain 


0 Cheese 


In  the  pantry  the  dear  dense  cheese, 
Cheddar  and  harsh  Lancashire, 

Gorgonzola  with  its  magnanimous  manner; 
The  clipped  speech  of  Roquefort; 
and  ahead  of  Stilton  that  speaks 


Emmentaler  decent  and  loyal, 
a little  deaf  in  the  right  ear; 
and  Brie 

the  revealing  experience,  instantaneous 
and  profound. 


7) 


in  a sensuous  riddling  tongue  like 
Druids 
0 eheese! 

Cheeses  of  gravity,  cheeses  of 
wistfulness , 

cheeses  that  weep  continually 
because  they  know  they'll  die. 
Cheeses  of  victory, 
cheeses  wise  in  defeat, 
cheeses  fat  as  a cushion,  lolling 
in  bed  till  noon. 

Liederkranz  ebullient 
jumping  like  a small  dog,  noisy; 
Pont  L'Eveque  intellectual, 
and  quite  well  informed; 


Reblochon  openly  sexual; 

Caerphilly  like  pine  trees,  small  at 
at  the  timberline; 

Port  du  Salut  in  love; 

Caprice  des  Dieux,  eloquent,  tactful, 
like  a thousand-year-old  hostess; 
and  Dolcelatte, 
always  generous  to  a fault. 

0 village  of  cheeses, 

1 make  you  this  poem  of  cheeses, 

0 family  of  cheeses 

living  together  in  pantries 

0 cheeses  that  keep  to  your  own  nature, 

like  a lucky  couple 

this  solitude,  this  energy, 

these  bodies  slowly  dying. 


Wheel  of  the  Oxcart 
October  comes,  he  fills  his  cart 
The  wheel  goes  round 

With  wool,  potatoes,  flax,  and  honey. 

He  walks  a hundred  miles  beside 
His  ox's  head  to  the  ocean's  tide 
And  sells  his  year  for  the  King's  money 
The  wheel  goes  round,  the  wheel  goes  round, 

He  walks  by  his  ox  Co  Portsmouth  town. 


His  cart  is  empty,  he  sells  his  cart 

The  wheel  goes  round 

To  a farmer  at  the  cattle  fold. 

His  cart  is  sold,  he  sells  his  ox, 

And  pockets  full  of  coin  he  walks 
To  the  home  farm  with  the  year's  gold. 

The  wheel  goes  round,  the  wheel  goes  round 
He  walks  by  his  ox  to  Portsmouth  town. 

At  home  he  builds  another  cart 
The  wheel  goes  round, 

And  where  the  tallow  candles  burn 
Beside  the  stove  he  sits  and  sews 
New  harness  in  the  year's  repose 
For  next  year's  ox,  and  the  return. 

The  wheel  goes  round,  the  wheel  goes  round, 
He  walks  by  his  ox  Co  Portsmouth  town. 


Songs  bv  Ildebrando  Pizzetti  (1880-1968) 


La  vita  fugge  e non  s'arresta  un' ora 

Life  flees  and  does  not  stop  an  hour,  and  death  follows  closely  behind.  And 
things  present  and  past  give  me  conflict,  and  future  ones  also.  And  the 
remembering  and  the  waiting  grieve  me.  Now  here,  now  there  in  such  a way,  that 
in  truth  if  it  were  not  that  I have  pity  for  myself,  I would  already  be 
overcome  by  these  thoughts.  Come  back  to  me  if  some  joy  was  ever  felt  by  a sad 
heart,  and  then  on  the  other  hand,  I see  my  navigating  beset  by  turbulent 
winds.  I see  fortune  at  the  harbor,  and  tired  at  last  my  boatman,  and  broken 
masts  and  rigging,  and  the  beautiful  eyes  that  I am  accustomed  to  watch,  are 
spent . 


Quel  rosignuol  che  si  soave  piagne 

That  nightingale  that  so  softly  cries  perhaps  for  his  children  or  his  dear 
wife,  with  sweetness  he  fills  the  sky  and  the  countryside  with  many  notes  so 
compassionately  and  caring,  and  all  night  it  seems  to  accompany  me.  And  it 
reminds  me  of  my  bitter  fate  that  I have  no  other  than  myself  with  whom  to 
complain.  Among  goddesses  I did  not  believe  that  death  could  reign.  0 how 
easy  it  is  to  deceive  one  who  feels  secure.  Those  two  beautiful  eyes,  much 
brighter  than  the  sun,  whoever  could  have  thought  of  seeing  the  earth  made 
dark!  Now  I know  that  my  difficult  future  wants  that  living  and  weeping  to 
learn  how  nothing  in  this  life  pleases  and  endures. 

Levommi  il  mio  pensier  in  parte  ov'era 

I lift  up  my  thoughts  to  the  place  where  she  was  whom  I am  looking  for  and  I do 
not  find  on  earth.  There  among  those  whom  the  third  circle  encloses  I saw  her 
again  more  beautiful  and  less  proud.  She  took  me  by  the  hand  and  said:  in  this 
sphere  you  will  again  be  with  me,  if  your  desire  does  not  stray.  I am  the  one 
who  gave  you  much  strife,  and  completed  my  day's  journey  before  evening.  My 
virtue  is  not  understood  by  human  intellect.  You  alone  I await  and  that  one 
whom  you  loved  so  much  and  there  below  has  remained  my  beautiful  veil.  Alas 
why  does  she  remain  silent  and  why  does  she  extend  her  hand!  Because  at  the 
sound  of  the  words  so  pitious  and  pure  there  was  little  chance  that  I did  not 
remain  in  heaven. 


San  Basilio 

Saint  Basilio  comes  from  Caesar: 

He  wears  shoes  of  bronze  and  cloths  of  iron 

My  Basilio,  where  do  you  come  from  and  where  are  you  going? 
I come  from  my  master  and  I go  to  my  mother. 

If  you  come  from  the  master,  recite  the  alphabet. 

Priests  learn  from  saying  the  alphabet... 

And  the  pasture  was  green  with  a thrown  spear; 

A spear  crowned  with  gold  and  embroidered  with  silver. 


I Pastori 


September,  let's  go,  it's  time  to  migrate 

Now,  in  the  land  of  the  Abbruzzi,  my  sheep  leave  their  places  and  descent 
towards  the  wild  Adriatic,  which  is  as  green  as  a mountain  pasture. 

Having  drunk  deeply  from  the  Alpine  fountains  the  tastes  of  native  water  remain 
in  their  hearts  to  comfort  which  long  eluded  their  thirst  on  the  way... Having 
renewed  the  twig  of  hazelnut. 

They  travel  down  the  old  path  as  though  in  a silent  grassy  river  upon  the 
footsteps  of  the  ancient  Father. 

Oh,  the  voice  of  he  who  first  knows  the  trembling  of  the  merino. 

Now  the  sheep  rest,  the  air  is  unchanging... 

The  sun-bleached  wool,  like  the  sand  does  not  vary... 

Drenched.  Trampled 
Sweet  sounds . . . 

Ah,  why  am  I not  with  my  sheep. 


Passaggiata 

Two  in  confidence,  regal  and  upright, 

Walked  down  the  street  outside  from  the  poems. 

A flower  for  you  and  a leaf  for  me  and  we  untie  our  imaginations 

They  were  two,  alone  between  wall  and  wall  without  attention  to  whom  might  walk 

by. 

Their  eyes  void  but  sure  of  step 

Emperors  of  good  faith  met  by  the  mountains,  one  by  one. 

The  stems  of  flowers  salute  them  with  sways  of  yellow. 

But  they  did  not  speak  to  anyone 
Each  one  was  to  the  other  their  god 

For  inasmuch  as  the  world  is  wide  around,  the  smell  of  the  air  was  perfumed  of 
love 

We,  almost  lovers  from  the  first  day,  felt  in  our  cheeks  the  burning  - but  it 
was  so  happy  - sweating  and  breathless,  drunk  of  perfect  pride,  we  seemed  to  be 
soldiers  with  ten  medals  on  our  chest. 

At  the  end  of  our  ascent,  out  of  the  final  bay  of  the  horizon,  a veiled  moon 
without  life,  separated  itself  from  the  mountain. 

Everything  is  equal  and  similar  to  eternity. 

Fulfilled  is  the  heart,  for  nothing  it  tolls  again 
Then,  in  a moment,  I felt  the  moist  kiss  of  your  mouth. 


Tanglew®d 

Music 

Center 


PROGRAM 


FOURTH  CHAMBER  MUSIC  CONCERT 

Wednesday,  July  17,  1996  at  8:30  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Fenwick  Smith,  Andrew  Jennings, 
Julius  Levine,  (Beethoven,  Dvorak) , and  Stefan  Asbury 


Koechlin  Sonata  for  Two  Flutes,  Op.  75  (1920) 

Assez  lent 

Allegretto  scherzando 
Final:  Allegro  - Assez  lent 

Lisa-Maree  Amos,  Elizabeth  Rowe,  flutes 


Enesco  Octet  in  D Major,  Op.  7 

liana  Blumberg,  Ursula  Nelius,  Duane  Padilla,  Yuka  Nishino,  violins 
Anne  Lindeskov,  Chi-Chuan  Teng,  violas 
Nicholas  Tzavaras,  Iris  Jortner,  cellos 


Beethoven  Quintet  in  E-flat  Major  for  Piano  and  Wind 

Instruments,  Op.  16 

Grave;  Allegro  ma  non  troppo 

Andante  cantabile 

Rondo:  Allegro  ma  non  troppo 


Rebecca  Schweigert,  oboe  Douglas  Quint,  bassoon 

Amanda  McIntosh,  clarinet  Jennifer  Montone,  horn 

Jean  Schneider,  piano 


Karen  Tanaka  Wave  Mechanics 

Ralph  Allen,  Ursula  Nelius,  John  Kim,  violins 
Hui-Fang  Hsu,  Emily  Schaad,  violas 
Rupert  Thompson,  Alexandra  Mackenzie,  cellos 
Donald  Howey,  bass 

Todd  Skitch,  Hilary  Lynch,  flute,  piccolo 
Erin  Gustafson,  oboe 
Carey  Bell,  clarinet 
Michael  Bepko,  clarinet,  bass  clarinet 
Jose  Lozano,  bassoon 
Dana  Christensen,  Haley  Hoops,  horns 

Kevin  Finamore,  David  Prentice,  trumpets 
Edward  Atkatz,  Lorenzo  Ferrandiz-Carrillo,  vibraphones 
Stefan  Asbury,  conductor 

Born  in  Tokyo,  Karen  Tanaka  started  piano  lessons  at  four  and 
composition  lessons  at  ten.  She  studied  composition  with  Akira 
Miyoshi  at  Toho  Gakuen  School  of  Music,  and  has  won  major  awards  in 
Japan  and  Europe  as  well  as  prizes  at  the  Viotti  and  Trieste 
competitions,  and  the  Japan  Symphony  Foundation  Award.  Tanaka  moved 
to  Paris  in  1986  to  study  composition  with  Trisan  Murail  and  intern  at 
IRCAM.  She  received  the  Gaudeamus  Prize  at  the  International  Music 
Week  in  Amsterdam  and  the  Muramatsu  Prize,  and  in  1990-91  studied  with 
Luciano  Berio  in  Florence.  Her  works  have  been  performed  at  the  ISCM 
four  times,  and  her  music  has  been  widely  performed  and  broadcast 
around  the  world.  Karen  Tanaka  is  a Fellow  in  Composition  at  the  1996 
Tanglewood  Music  Center. 
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"Wave  Mechanics  is  originally  a technical  term  used  by  physicists. 

The  waves  of  which,  they  speak  are  not  conceived  of  as  having  any  real 
existence;  the  term  is  used  by  analogy  to  describe  the  mathematical 
relations  which  are  being  manipulated.  In  order  to  concretely 
visualize  these  waves,  they  would  have  to  be  imagined  in  a hyperspace 
of  many  dimensions.  This  piece  employs  concepts  of  wave  mechanics  in 
a metaphorical  way;  they  are  not  deployed  as  an  abstract  system  of 
mathematical  rules. 

The  pitches  E,  B-flat  and  D which  appear  at  the  beginning  are  used  as 
axes  throughout  the  piece.  Harmonics  and  noise  generated  by  those 
three  notes  serve  as  the  foundation  for  the  overall  structure.  The 
waves  in  this  piece  are  periodic  disturbances  of  the  vibrations  of 
sound  in  space.  As  the  cycles  come  around  again,  they  are 
recognizable  but  transfigured,  never  appearing  the  same  way  twice. 

In  Wave  Mechanics  I had  two  major  interests:  first  a constant 
circulation  and  transfiguration  of  the  materials,  which  gives  rise  to 
coherence,  and  second,  a self-similarity  echoing  the  finest  details  in 
the  largest  structure  and  vice-versa." 


-K.T 


Dvorak 


Piano  Quintet  in  A Major,  Op.  81 
Allegro,  ma  non  tanto 
Dumka:  Andante  con  moto 
Scherzo  (Furiant) : Molto  vivace 
Finale:  Allegro 


Andrew  Grams,  violin 
Daniel  Padilla,  violin 


Karin  Brown,  viola 
Doris  Hochscheid,  cello 


Xak  Bjerken,  piano 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 
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sponsored  by 

Berkshire  County  Savings  Bank 

Kay-Bee  Toy  Stores 

Sunday,  July  21st,  1996 

9:30  AM 
Ozawa  Hall 


TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
Leon  Fleisher,  Artistic  Director 

Sunday,  21  July  at  9:30  AM 


BERLIOZ  Overture  from  Benvenuto  Cellini 

DAISUKE  SOGA,  conductor 

BRITTEN  The  Young  Person's  Guide  to  the  Orchestra 
(Variations  and  Fugue  on  a Theme  of 
Purcell),  Opus  34 

GUSTAV  MEIER,  conductor 

Theme:  Allegro  maestoso  e largamente 
Variation  A (flutes  and  piccolo):  Presto 
Variation  B (oboes):  Lento 
Variation  C (clarinets):  Moderato 
Variation  D (bassoons):  Allegro  alia  marcia 
Variation  E (violins):  Brillante  - Alla  polacca 
Variation  F (violas):  Meno  mosso 
Variation  G (cellos):  [L'istesso  tempo] 

Variation  H (basses):  Comminciando  lento 
ma  poco  a poco  accelerando 
all'Allegro 

Variation  I (harp):  Maestoso 
Variation  J:  (horns):  L'istesso  tempo 
Variation  K:  (trumpets):  Vivace 
Variation  L (trombones):  Allegro  pomposo 
Variation  M (percussion):  Moderato 
Fugue:  Allegro  molto 


Hector  Berlioz  (1803-1 869) 
Overture  to  Benvenuto  Cellini 


Mr.  Berlioz  wrote  this  overture  around  stories  he  heard  while  In  Italy.  Benvenuto 
Cellini  was  an  Italian  sculptor  and  Mr.  Berlioz's  overture  Is  the  opening  of  an  opera  that 
he  wrote  to  retell  some  of  the  stories  of  Cellini's  life. 

Many  of  the  musicians  that  first  played  the  piece  disliked  It.  At  rehearsals  they 
made  fun  of  Itl  Some  of  the  orchestra  membeis  would  even  play  silly  tunes  while  the  rest 
of  the  orchestra  kept  with  the  score.  When  Mr.  Berlioz  tried  to  complain  to  the  director, 
he  found  out  that  the  director  was  not  even  coming  to  the  rehearsalsl 

As  a whole,  the  public  did  not  like  the  opera  when  It  was  first  performed  on 
September  10, 1838;  but,  happily  for  Mr.  Berlioz  (and  for  us),  the  overture  was  a success. 
Today,  we  look  and  listen  with  everyone  (Including  the  musicians)  ready  to  enjoy. 


Benjamin  Britten  (1913-1976) 

The  Young  Person’s  Guide  to  the  Orchestra  (Variations  and  Fugue  on  a 
Theme  of  Purcell),  Opus  34 


In  1946  Mr.  Britten  composed  The  Young  Person's  Guide  to  the  Orchestra  tor  a 
documentary  film  called  "The  Instruments  of  the  Orchestra."  Mr.  Britten  and  the  makers  of 
the  film  wanted  to  show  young  people  like  you  all  of  the  different  sounds  and  moods 
that  an  orchestra  can  create.  Just  like  the  colors  In  a rainbow,  the  different  Instruments 
of  the  orchestra  can  make  you  feel  different  emotions.  You  might  have  heard  of  other 
pieces  that  do  the  same  thing.  Tubby  the  Tuba  and  Peter  and  the  Wolf  a re  two  of  the 
best-known  examples. 

The  music  you  will  hear  today  Is  based  on  a composition  written  by  a man  over 
300  years  agol  This  man  was  named  Henry  Purcell.  Mr.  Britten  studied  Mr.  Purcells  music 
very  carefully  and  decided  that  one  of  Mr.  Purcell’s  pieces  (the  Rondeau  from  The 
Moor's  Revenge)  was  the  best  one  for  his  task.  Using  some  of  Mr.  Purcell’s  Ideas,  Mr. 
Britten  wrote  what  we  call  ’Variations  on  a Theme.’  Just  as  you  and  your  parents  dress  In 
different  clothes  each  day  for  work  or  school  or  special  occasions,  so  Mr.  Britten  has 
dressed  Mr.  Purcell’s  music  In  the  different  Instruments  of  the  orchestra.  To  help  you 
along,  a man  named  Eric  Crozler  wrote  down  some  words.  He  and  Mr.  Britten  added 
these  words  (or  narration)  to  the  music  to  Introduce  you  to  each  Instrument.  Listen  as  all 
the  Instruments  play  together  at  the  beginning,  then  separately  for  a while,  and  together 
again  at  the  end.  What  do  you  Imagine  as  each  different  Instrument  plays? 

Here  Is  a diagram  of  each  Instrument's  location  In  the  orchestra: 


The  rhythm  of  life* 


Whether  it’s  the  bright  excitement  of  center  stage 
or  the  warm  drama  of  your  own  backyard, 

Kay»Bee  Toys  is  committed  to  turning  play-time  into  lifelong  memories. 
Striving  to  fulfill  the  dreams  and  imagination  of  children  and  parents  alike, 
Kay*Bee  Toy  Stores  is  proud  to  be  a sponsor 
of  theTanglewood  Family  Concert  1996. 


CHANGING  TIMES.  PERMANENT  VALUES. 


TOY  STORES 


Program  note*:  Factual  Information  compiled  by  Steven  Ledbetter 
Text  reworked  and  elaborated  on  by  Matthew  Lane 
Program  decign  and  lay-out  by  Matthew  Lane 
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FIFTH  CHAMBER  MUSIC  CONCERT 

Sunday,  July  21  1996,  at  11:30  A.M. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Norman  Fischer,  Stefan  Asbury, 
and  Gilbert  Kalish  (Poulenc,  Brahms) 


Schubert  Quartett-Satz , Op.  Posth. 

Allegro  assai 

Candace  Guirao,  violin  Abigail  Kubert,  viola 

Sarah  Zaharako,  violin  Roy  Harran,  cello 


Thoma  Simaku  L'Aria  Distante 

Rebecca  Schweigert,  solo  oboe 
Dennis  O' Boyle,  Wenyi  Shih,  violins 
Chi-Chuan  Teng,  viola 
Roy  Harran,  cello 
Eric  Larson,  bass 
Dionne  Marie  Hansen,  flute 
Michael  Bepko,  clarinet 
Amanda  McIntosh,  clarinet,  bass  clarinet 
Vance  Lee,  bassoon 
Dana  Christensen,  horn 
Kevin  Finamore,  trumpet 
James  Nova,  trombone 

Lorenzo  Ferrandiz-Carrillo,  Michael  Sharkey,  percussion 
Stewart  Goodyear,  piano 
Stefan  Asbury,  conductor 

Born  in  Albania  in  1958  Thoma  Simaku  studied  composition  at  the 
Albanian  State  Conservatoire  in  Tirana.  After  graduating  he  served 
for  three  years  as  Director  of  Music  at  the  Palace  of  Culture  in 
Permet,  in  Southern  Albania.  His  output  from  these  years  includes  a 
symphony  for  strings,  two  concertos  for  violin  and  one  for  oboe,  two 
rhapsodies  for  symphony  orchestra,  a scherzo  for  strings,  various 
instrumental  pieces  and  music  for  six  films. 

In  1991  he  moved  to  England  and  after  submitting  some  of  his  works  to 
the  Music  Department  of  York  University  was  offered  a post-graduate 
course  in  composition  with  David  Blake.  In  July  1992  he  won  an 
Overseas  Research  Students'  Award  and  in  July  1993  was  awarded  the 
prestigious  Lionel  Robbins  Award.  After  arriving  in  England  he 
composed  a string  quartet,  which  received  its  premier  by  The  Duke 
String  Quartet  at  the  Purcell  Room  in  London.  His  work  "Epitaphs"  for 
String  Orchestra,  commissioned  by  the  Music  Department  of  York 
University,  was  selected  by  the  International  Jury  of  the  ISCM  for  The 
World  Music  Days  1995  in  Essen,  Germany. 
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Other  works  include  "Wind  Quintet-  Hommage  a Stravinsky",  "Elephas- 
Maximus"  for  thirteen  wind  instruments,  a clarinet  quintet,  "The 
Eagles"  - written  for  the  London  Brass  Ensemble,  "Aix  Quatre 
Vents"  for  eight  instruments,  "Silver"  for  choir  and  piano,  "The 
Eagle  on  the  Cross"  for  full  orchestra.  Thoma  Simaku  is  in  his  final 
year  as  a candidate  for  a PhD.  in  Composition  at  York  University  and 
is  a Fellow  in  Composition  at  the  1996  Tanglewood  Music  Center. 

"As  an  oboist  myself  I had  long  considered  the  possibility  of  writing 
for  the  instrument.  In  April  1994,  towards  the  end  of  a car  journey 
to  Albania  and  back,  the  idea  for  the  piece  presented  itself  clearly 
to  me.  Although  in  no  way  programmatic  the  work  reflects  both  in  its 
character  and  its  palindromic  structure  the  constant  movement  of  this 
journey.  (The  piece  starts  and  finishes  on  a chord  consisting  of  four 
notes  E,  G,  A,  D which  are  taken  from  the  word  "England,"  the  place 
where  this  journey  began  and  ended.)  Yet  it  is  no  mere  "impressions 
de  voyage."  Does  the  title  mean  "Song  in  the  Distant  Air"  or  "The 
Distant  Aria"  (without  song)?  The  ambiguity  is  intentional  - as 
Schoenberg  said  "titles  give  you  away."  Every  composer  must  hope  that 
his  music  speaks  eloquently  through  itself,  conveying  more  than  any 
title  can . " 


-T.S 


Poulenc 


Sextet  for  Piano  and  Woodwinds 
Allegro  vivace 
Divertissement 
Finale:  Prestissimo 


Elizabeth  Rowe,  flute 
Erin  Gustafson,  oboe 
Sarah  Elbaz,  clarinet 


Jose  Lozano,  bassoon 
Neil  Kimel,  horn 
Stewart  Goodyear,  piano 


Brahms 


Piano  Trio  in  C Major,  Op.  87 
Allegro 

Andante  con  moto 

Scherzo:  Presto  - Poco  meno  Presto 
Finale:  Allegro  giocoso 


Biliana  Voutchkova,  violin 
Aron  Zelkowicz,  cello 
Jeff  Tomlinson,  piano 


The  Tanglewood  Music  Center  is  supported  by  a 
generous  grant  from  The  Helen  F.  Whitaker  Fund. 
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TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 


Fourth  Concert 


Sunday,  July  21,  1996  at  8:30  P.M. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Mendelssohn  Overture  "The  Hebrides"  ("Fingal's  Cave"), 

Op.  26 

Gabriel  Feltz,  conductor 
Lubeck,  Germany 


Britten  The  Young  Person's  Guide  to  the  Orchestra 

Variations  and  Fugue  on  a Theme  of  Purcell, 
Op . 34 

David  Grover,  narrator 
Gustav  Meier,  conductor 


Intermission 


Beethoven  Symphony  No.  2 in  D Major,  Op.  36 

Adagio  molto;  Allegro  con  brio 
Larghetto 
Scherzo:  Allegro 
Allegro  molto 

Leon  Fleisher,  conductor 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 
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ORCHESTRA  PERSONNEL 

(Winds,  brass  and  percussion  listed  alphabetically) 


First  violins 

Cellos 

llorns 

Beth  Kipper 

Rupert  Thompson 

Dana  Christensen 

Stefanie  Riego 

Walter  Unman 

Joshua  Garrett 
Haley  Hoops 

Candace  Guirao 

Doris  Hochscheid 

Neil  Kimel 

Anuschka  Franken 

Iris  dortner 

Michael  Mayhew 
Jennifer  Montone 

liana  Blumberg 

dan  Mu  11 er-Szeraws 

Carolyn  Huebl 

Paige  Riggs 

Trumpets 

Shigetoshi  Furuta 

Alexandra  Mackenzie 

Christopher  Neal 

Marika  Kobayashi 

TDennis  Conroy 
Kevin  Finamore 

Cristina  Buciu 

Roy  Harran 

Mark  Flegg 

Yuka  Nishino 

Rebecca  Carrington 

David  Prentice 
Christopher  Still 

dtlhn  Kim 

Lawrence  Stomberg 

Benjamin  Wright 

Biliana  Voutchkova 

Aron  Zelkowicz 

Yuko  Tomonaga 
Julide  Yalcin 

Nicholas  Tzavaras 

Trombones 

Marcos  Max  Vails  Martin 

Basses 

James  Nova 

Second  violins 

Mary  Wheel ock 

Jarod  Vermette 

Salley  Koo 

Donald  Howey 

Dennis  O' Boyle 

Xinlai  Jiang 

Bass  trombones 

Lisa  Hansen 
Andrew  Grams 

Eric  Larson 
Robert  Rohwer 

Scott  Thornton 

Ursula  Nelius 

Charles  DeRamus 

Tuba 

Elise  Ruder 

John  Grillo 

Randall  Montgomery 

Marcus  Barcham-Stevens 
Duane  Padilla 

David  Murray 

Percussion 

Sarah  Zaharako 

Flutes 

Wenyi  Shih 

Edward  Atkatz 

Lisa-Maree  Amos 

Lorenzo  Fer rand iz-Carrillo 

Daniel  Padilla 

Dionne  Marie  Hansen 

Eric  Millstein 

Hilary  Foster 

Hilary  Lynch 

Joseph  Pereira 

Elizabeth  Rowe 

Michael  Sharkey 

Ralph  Allen 
Glen  Cherry 

Todd  Skitch 
Oboes 

Matthew  Strauss 

Dmitry  Kustanovich 

Erin  Gustaf son 
Lisa  McCullough 

Harps 

Violas 

Valerie  Muzzolini 

Lora  Schaefer 

Tomoko  Sato 

Rebecca  Schweigert 

Paul  Reynolds 
Andra  Vo  id  ins 

Sandy  Stimson 

Librarian 

Hui-Fang  Hsu 
Chi-Chuan  Teng 

Clarinets 
Carey  Bell 

John  Perkel 

Kate  Holzemer 

Michael  Bepko 

Orchestra  manager 

Kimberly  Foster 

Sarah  Elbaz 
Benjamin  Fingland 

Harry  Shapiro 

Jessie-Leah  Greenbaum 
Karin  Brown 

Jean-Phil ippe  Vivier 

Anne  Lindeskov 

Bass  clarinet 

Stage  management 

Sun-Young  Lee 

Dennis  Conroy 

Amanda  McIntosh 

Eml ly  Scbaad 

Richard  Frost 

Abigail  Kubert 

Bassoons 

Jacob  Moerschel 
Monette  Searles 
Erin  Turner 

Vance  Lee 
dose  Lozano 
Kenneth  Moses 
Douglas  Quint 
Laurel  Sharp 


+TMC  staff 
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TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
Fifth  Concert 

Saturday,  July  27,  1996  at  2:00  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


H 

Weber  Overture  to  "Der  Freischutz" 

Daisuke  Soga,  conductor 
Osaka  Japan 


Stravinsky  Suite  from  the  Ballet  "Pulcinella"  (after 

Pergolesi) 

Gabriel  Feltz,  conductor 
Lubeck,  Germany 


Intermission 


Mozart  Symphony  No.  39  in  E-flat  Major,  K.  543 

Adagio;  Allegro 
Andante 

Menuetto:  Allegretto 
Finale:  Allegro 

Joel  Smirnoff,  conductor 


The  Tanglewood  Music  Center  is  supported 
by  a generous  grant  from  The  Helen  F.  Whitaker  Fund. 
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ORCHESTRA  PERSONNEL 

(Winds,  brass  and  percussion  listed  alphabetically) 


First  violins 

Cellos 

Horns 

Candace  Guirao 

Jan  Muller-Szeraws 

Dana  Christensen 

Duane  Padilla 

Iris  Jortner 

Joshua  Garrett 
Haley  Hoops 

Dmitry  Kustanovich 

Alexandra  Mackenzie 

Jennifer  Montone 

Wenyi  Shih 

Lawrence  Stomberg 

Biliana  Voutchkova 

Marika  Kobayashi 

Trumpets 

Colleen  Brannen 

Nathaniel  Chaitkin 

David  Prentice 

Ursula  Nelius 

Basses 

Christopher  Still 

Second  violins 

Eric  Larson 

Trombones 

Robert  Rohwer 

Dennis  O'Boyle 

James  Nova 

Daniel  Padilla 

Xinlai  Jiang 

Jarod  Vermette 

Shigetoshi  Furuta 
Salley  Koo 

Flutes 

Bass  trombone 

Yuka  Nishino 

Lisa-Maree  Amos 
Dionne  Marie  Hansen 
Todd  Skitch 

Scott  Thornton 

Violas 

Timpani 

Andra  Voldins 

Oboes 

Lorenzo  Ferrandiz-Carrillo 

Sun-Young  Lee 

Erin  Gustafson 

Michael  Sharkey 

Emily  Schaad 

Lisa  McCullough 

Anne  Lindeskov 

Lora  Schaefer 

Librarian 

Chi-Chuan  Teng 
Kimberly  Foster 

Clarinets 

John  Perkel 

Randy  Hirsch 

Carey  Bell 
Sarah  Elbaz 

Orchestra  manager 

Amanda  McIntosh 

Harry  Shapiro 

Jean-Philippe  Vivier 

Stage  management 

Bassoons 

Dennis  Conroy 

Jose  Lozano 

Richard  Frost 

Laurel  Sharp 

Jacob  Moerschel 
Monette  Searles 
Erin  Turner 

Tanglew®d 

Music 

Center 


PROGRAM 


SIXTH  CHAMBER  MUSIC  CONCERT 

Sunday,  July  28,  1996  at  10:00  A.M. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Eugene  Lehner  (Bartok,  Berg) , 

Fenwick  Smith,  Ann  Hobson  Pilot  and  Julius  Levine  (Debussy) . 
William  Purvis  and  Andrew  Jennings 


Bartok  8 Duos  from  44  Duos  for  Two  Violins 

Marching  Song 
Burlesque 

Transylvanian  Dance 

Sorrow 

Scherzo 

Dance  from  Maramaros 
Pizzicato 

„ Whirling  Dance 

Yuka  Nishino  and  Yuko  Tomonaga,  violins 


Debussy  Sonata  for  Flute,  Viola,  and  Harp  (1915) 

Pastorale:  Lento,  dolce  rubato 
Interlude:  Tempo  di  minuetto 
Final:  Allegro  moderato  ma  risoluto 

Dionne  Marie  Hansen,  flute 
Karen  Brown,  viola 
Valerie  Muzzolini,  harp 


Berg  String  Quartet,  Op.  3 (1909/10) 

Satz:  Langsam 

Satz:  Massige  Viertel 

Marcus  Barcham-Stevens , Stefanie  Riego,  violins 
Jessie-Leah  Greenbaum,  viola 
Rupert  Thompson,  cello 


BALDWIN  PIANO 


Janacek 


Mozart 


Suite  "Mladi"  (Youth)  (1924) 
Allegro 

Andante  sostenuto 
Vivace 

Allegro  animato 


Dionne  Marie  Hansen,  flute  Lora  Schaefer,  oboe 
Jean-Philippe  Vivier,  clarinet 
Amanda  McIntosh,  bass  clarinet 
Kenneth  Moses,  bassoon 
Neil  Kimel,  horn 


Quintet  in  G minor,  K.  516 
Allegro 

Menuetto:  Allegretto 
Adagio,  ma  non  troppo 
Adagio 
Allegro 


Cristina  Buciu,  violin  Hui-Fang  Hsu,  viola 

Shigetoshi  Furuta,  violin  Kimberly  Foster,  viola 
Walter  Haman,  cello 


The  Tanglewood  Music  Center  is  supported  by  a 
generous  grant  from  The  Helen  F.  Whitaker  Fund. 
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The  Tanglewood  Music  Center  and  the  Boston  Symphony  Orchestra 
extend  special  thanks  to 
THE  BRITTEN-PEARS  FOUNDATION 

for  its  generous  sponsorship  of  this  commemorative  production  of  Peter  Grimes. 


The  Britten-Pears  Foundation 

The  Britten-Pears  Foundation,  in  its  present  form,  was  formally  established  in  1986  after 
the  death  of  Sir  Peter  Pears;  but  its  aims  and  guidelines  had  been  outlined  well  before 
Benjamin  Britten's  death  in  1976.  The  Foundation  is  a charitable  body  which  receives  the 
income  from  the  Britten  Estate;  its  activities  are  overseen  by  a Board  of  Trustees,  most  of 
whom  have  been  associated  with  the  work  of  both  Britten  and  Pears  for  many  years. 

One  of  the  Foundation's  principal  enterprises  is  the  Britten-Pears  Library  at  Britten's 
home.  The  Red  House,  in  Aldeburgh.  Here  is  housed  a collection  of  nearly  all  of  Britten's 
manuscripts;  the  nucleus  of  the  rest  of  the  library  is  Britten's  own  working  collection  of 
scores  and  book.  But  it  is  a library  that  continues  to  expand  and  has  become  the  center  for 
Britten  studies  worldwide,  servicing  both  the  publication  of  Britten's  music  and  scholarly 
studies  of  his  life  and  works. 

Aldeburgh  is  home  to  the  Festival  that  Britten  and  Pears  established  in  1948,  and 
although  the  Britten-Pears  Foundation  is  not  directly  involved  with  the  Aldeburgh 
Foundation,  it  is  the  major  funder  of  its  activities,  particularly  the  Britten-Pears  School  at 
Snape  (part  of  the  Makings  Concert  Hall  complex,  near  Aldeburgh).  One  of  the  School 
courses  that  the  Foundation  has  helped  set  up  is  the  Contemporary  Composition  and 
Performance  Course  which  Oliver  Knussen  and  I have  run  since  1992,  for  which  we  glad- 
ly acknowledge  the  inspiration  of  Tanglewood. 

The  Foundation's  role  in  supporting  performances  of  Britten's  music  is,  for  the  most 
part,  confined  to  those  works  which  the  Trustees  feel  have  not  had  the  recognition  they 
deserve.  It  hardly  needs  saying  that  Peter  Grimes  does  not  come  into  that  category!  But 
this  fiftieth-anniversary  performance  is  something  very  special,  and  the  Foundation  is 
very  happy  to  be  one  of  its  major  sponsors,  furthering  the  relationship  with  Tanglewood 
set  up  in  1988  with  the  establishment  of  the  Britten  Fellowship  in  Composition. 

Colin  Matthews 

Trustee,  The  Britten-Pears  Foundation 


The  Tanglewood  Music  Center  and  the  Boston  Symphony  Orchestra 
extend  thanks  to  the  following  generous  Guarantors 
who  have  helped  make  this  commemorative  production 
of  PETER  GRIMES  possible. 

Mr.  and  Mrs.  Nelson  Darling 
Mrs.  Harriet  Eckstein 
Mr.  Sanford  H.  Fisher 
Mr.  L.  Anthony  Fisher 
Hon.  and  Mrs.  John  Fitzpatrick 
Daniel  and  Shirlee  Cohen  Freed 
The  Goldovsky  Foundation 
Mr.  and  Mrs.  George  Krupp 
Ms.  Barbara  Lee 
Mr.  and  Mrs.  Arthur  Press 
Mr.  and  Mrs.  Joseph  Nathan 
Mrs.  George  Rowland 
Dr.  Raymond  and  Hannah  H.  Schneider 
Mrs.  Willona  G.  Sinclair 
Patricia  Plum  Wylde 
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TANGLEWOOD—  LENOX,  MASSACHUSETTS 

4- 

THE 

Berkshire  Music  Center 

SERGE  KOUSSEVITZKY,  Director 
presents 

“PETER  GRIMES” 

by 

BENJAMIN  BRITTEN 
4- 

Tuesday  Evening,  August  6 
Wednesday  Evening,  August  7 
Friday  Evening,  August  9 

4- 

1946 


Phyllis  Curtin 


"Peter  Grimes"  program  book  cover,  Tanglewood  1946 


Curtain  call  for  "Peter  Grimes"  at  Tanglewood,  August  9, 1946,  with  Phyllis  Curtin  as  Niece  1 (fourth  from  left) 
and  conductor  Leonard  Bernstein  (in  white  jacket);  also  among  those  on  stage  are  Mildred  Mueller  as  Niece  2 (second 
from  left),  Ellen  Carleen  as  Auntie  (to  Phyllis  Curtin's  left),  Frances  Yeend  as  Ellen  Orford  (just  to  Bernstein's  right), 
fames  Pease  as  Balstrode  (just  behind  Bernstein),  Robert  Gray  as  Ned  Keene  (second  from  right),  and  Paul  Franke  as 
Bob  Boles  (far  right) 


4 


PETER  GRIMES 

Phyllis  Curtin:  A brief  recollection  of  the  Grimes  summer, 

1946,  Tanglewood 

There  are  but  two  memories  I have  of  my  audition  in  New  York  for  the  opera  program  at 
Tanglewood  in  1946.  The  aria  I chose  to  do,  in  colossal  ignorance,  was  "Morro  ma  prima  in 
grazia"  from  Verdi's  A Masked  Ball.  My  voice  was  not  right  for  it  then,  nor  was  it  ever!  My  only 
other  memory  is  of  Patricia  Neway  singing  Mozart's  aria  "Ach,  ich  fiihl's"  from  The  Magic  Flute. 

I never  forgot  the  beauty  of  that  performance.  Wonderfully  Boris  Goldovsky,  director  of  the 
opera  program,  must  have  forgiven  my  serious  repertory  indiscretion  and  the  next  thing  1 
remember  is  stepping  off  the  train  in  Lenox! 

Clearly  too  awestruck  by  my  good  fortune  at  being  in  this  school  at  all,  I recall  not  a thing 
about  being  selected  to  sing  the  First  Niece  in  Peter  Grimes.  The  Second  Niece  was  Mildred 
Mueller,  whom  you  know  as  Mildred  Miller.  We  had  a marvelous  time,  getting  on  together  with 
delight  and  enjoying  every  bit  of  our  time  on  stage.  We  were  not  double-cast,  however,  as  many 
of  the  more  demanding  roles  were;  thus  we  rehearsed  with  each  cast.  Indeed,  this  being  my 
first  opera,  and  with  that  constant  rehearsal,  1 knew  the  whole  opera  so  thoroughly  that  when  I 
was  engaged  to  sing  the  role  of  Ellen  Orford  in  the  Britten  year  at  the  1968  Edinburgh  Festival, 
every  note  was  firmly  in  my  mind  after  but  two  days'  study. 

The  role  of  Ellen  Orford  was  sung  at  Tanglewood  by  golden-voiced  Frances  Yeend,  already 
beginning  a significant  career.  Robert  Gay  sang  and  acted  the  role  of  Ned  Keene  to  perfection. 
He  directed  the  opera  program  at  Northwestern  for  years.  Paul  Franke  as  Bob  Boles  was  as  fine 
a fiery  preacher  as  one  could  imagine  and  he  went  on  to  sing  the  role  many  times  at  the  Metro- 
politan. While  Mildred  Miller  and  1 sang  Cherubino  and  the  Countess  (in  The  Marriage  of  Figaro) 
in  Boris  Goldovsky's  first  opera  performance  of  the  New  England  Opera  Theater  in  1946,  our 
only  opportunity  together  in  the  Metropolitan  was  in  Wagner's  Die  Meistersinger.  Now  Ms. 
Miller  runs  an  opera  company  in  Pittsburgh.  Backstage  was  Sarah  Caldwell  getting  an  intense 
introduction  to  stage  management.  That — added  to  her  musical,  literary,  and  theatrical  talents — 
contributed  to  her  remarkable  international  career  as  conductor,  stage  director,  and  head  of  the 
Opera  Company  of  Boston. 

Peter  Grimes  has  a big  cast.  I write  about  these  particular  people  because  some  of  them  are 
here  with  us  tonight,  each  of  us  having  been  blessed  to  spend  our  lives  with  music-making,  and 
each  of  us  astonished  to  realize  it  was  fifty  years  ago  that  we  encountered  the  total  vitality  of 
Leonard  Bernstein's  conducting.  It  was  his  first  complete  opera  performance  too.  In  the  Pub 
Scene  there  is  a superb  ensemble,  "Old  Joe  has  gone  fishing,"  in  7/4  time.  This  rhythm  infused 
every  cell  of  Lenny's  mind  and  body,  and  there  was  never  in  my  experience  so  exhilarating  an 
ensemble  performance  as  those  we  did  with  "Old  Joe"  and  Leonard  Bernstein  here  in  this  the- 
ater fifty  years  ago. 

• Most  of  us  had  come  to  Tanglewood  to  take  part  in  Boris  Goldovsky's  opera  program.  For 
singers  of  our  generation  there  was  little  opera  training  to  be  had.  With  Boris  Goldovsky  we 
learned  attitudes  and  skills  that  produced  opera  directors,  conductors,  and  singers  who  were 
welcomed  on  operatic  stages  across  the  country  and  abroad.  Boris  Goldovsky  began  the  train- 
ing of  performers  who  are  musically  secure,  theatrically  skilled,  and  always  aware  that  the 
musical  score  is  the  primary  director  in  the  realization  of  the  character,  of  the  scene.  While  Boris 
Goldovsky  did  not  direct  Grimes,  along  with  others  we  were  under  his  guidance  in  scenes  and 
class,  taking  his  work  with  us  to  every  Britten  rehearsal.  Like  many  others  I returned  to  his 
opera  program  in  two  ensuing  summers.  For  me,  and  I daresay  most  of  his  students,  the  funda- 
mental techniques  and  philosophy  of  operatic  acting  were  instilled  in  us  by  him  here  at  Tangle- 
wood. We  grew  on  that  sterling  base  as  far  as  our  individual  talents  and  understanding  would 
allow.  The  Tanglewood  opera  program  was  our  alma  mater.  My  long  and  happy  operatic  life 
began  here  with  Peter  Grimes,  Serge  Koussevitzky's  gift  to  the  operatic  repertory. 


Soprano  Phyllis  Curtin  is  Master  Teacher  of  Voice  at  the  Tanglewood  Music  Center.  She  sang  (as 
Phyllis  Smith)  the  role  of  Niece  1 in  the  American  premiere  of  Peter  Grimes  at  Tanglewood  in  1946 
and  later  went  on  to  become  a noted  Ellen  Orford. 
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The  Berkshire  Music  Center 

SERGE  KOUSSEVITZK.Y,  Director 

Presents  the  first  American  performances  of 

PETER  GRIMES 

An  Opera  in  Three  Acts  and  a Prologue 
derived  from  the  Poem  of  George  Crabbe 
Words  by  Montagu  Slater 
Music  by  BENJAMIN  BRITTEN 
°P-  33 

All  the  Performers  are  Students  of  The  Berkshire  Music  Center 
Conductor:  Leonard  Bernstein 
Stage  Directors:  Eric  Crozier  and  Frederic  Cohen 
Stage  Designer  Richard  Rychtarik 
Choral  Director:  Hugh  Ross 

Director  of  the  Opera  Department:  Boris  Goldovsky 


Scene:  The  Borough,  a small  fishing  town  on  the  East  Coast 
Time:  Towards  1830. 

Prologue:  A room  inside  the  Moot  Hall,  arranged  for 
a coroner's  inquest. 

Ac:  I Scene  t:  The  Borough  beach  and  street,  the  Moot  Hall,  The 

Boar  Inn,  Keene’s  Shop,  and  Church  porch  are  all 
visible. 

Scene  2:  Inside  "The  Boar"  — the  same  night. 

Act  II  Scene  1:  The  village  street  and  beach  (as  before). 

Scene  2:  Peter  Grimes'  hut  (an  upturned  boat) . 

Act  III  Scene  /.  The  village  street  and  beach  a few  nights  later 
Scene  2:  The  same  scene  — some  hours  later. 


[•1 


CHARACTERS  (Performance  of  August  6) 


Peter  Grimes,  a fisherman William  Horne 

Boy  (John),  his  apprentice Frederic  Zighera 

Ellen  Orford,  a widow,  schoolmistress  of  the 

Borough  Florence  Manning 

Captain  Balstrode,  a retired  merchant  skipper  . James  Pease 

Auntie,  landlady  of  "The  Boar" Ellen  Carleen 

Nieces,  main  attractions  of  "The  Boar" Mildred  Mueller  and 

Phyllis  Smith 

Ned  Keenf  Robert  Gray 

Bob  Boles,  a fisherman  and  Methodist Paul  Franke 

Swallow,  a lawyer  Leonard  Treash 

Mrs.  (Nabob)  Sedley,  a rentier  widow  of  an  East  India 

Company's  factor  Frances  Lehnerts 

Rev.  Horace  Adams,  the  rector Paul  Knowles 

Dr.  Thorp  Byron  R.  Kelley 

Hobson,  carrier . Matthew  Lockhart 


Chorus  of  townspeople  and  fisherfolk 


CHARACTERS  (Performance  of  August  7) 


Peter  Grimes,  a fisherman Joseph  Laderoute 

Boy  (John)  , his  apprentice Frederic  Zighera 

Ellen  Ortord,  a widow,  schoolmistress  of  the 

Borough  Frances  Yeend 

Captain  Balstrode,  a retired  merchant  skipper  James  Pease 

Auntie,  landlady  of  "The  Boar"  . Ellen  Carleen 

Nieces,  main  attractions  of  "The  Boar" Mildred  Mueller  and 

Phyllis  Smith 

Ned  Keenf  Robert  Gray 

Bob  Boles,  a fisherman  and  Methodist Robert  Long 

Swallow,  a lawyer Duane  W.  Crossley 

Mrs.  (Nabob)  Sedley,  a rentier  widow  of  an  East  India 

Company’s  factor  Irene  Jordan 

Rev.  Horace  Adams,  the  rector Paul  Knowles 

1)r.  Thorp.  Byron  R.  Kelley 

Hobson,  carrier  Matthew  Lockhart 


Chorus  of  townspeople  and  fisherfolk 


On  August  9 the  cast  will  be  the  same  as  on  August  7,  except  that 
the  part  of  Bob  Boles  will  be  sung  by  Paul  Franke,  the  part  of  Mrs. 
Sedley  by  Frances  Lehnerts.  the  part  of  Swallow  by  Leonard  Treash. 


[Si 


From  the  1946  Tanglewood  program  book  for  the  American  premiere  of  "Peter  Grimes" 


Curtain  call  in  the  Theatre  at  Tanglewood  following  the  August  7, 1946,  performance  of  "Peter  Grimes," 
with  Britten  and  director  Eric  Crozier  at  left,  Leonard  Bernstein  in  center 
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PETER  GRIMES 

Serge  Koussevitzky,  Tanglewood,  and  Peter  Grimes 

by  Steven  Ledbetter 

Serge  Koussevitzky's  dream  project,  the  Berkshire  Music  Center  (renamed  the  Tanglewood 
Music  Center  in  the  early  1980s),  had  gotten  off  to  a strong  start  in  the  summer  of  1940,  even 
though  war  in  Europe  offered  ominous  portents  for  the  future.  In  the  summer  of  1941,  the 
United  States  was  still  only  an  observer-partisan  (but  officially  neutral)  of  the  European  conflict, 
and  the  Music  Center  went  on.  By  the  following  year,  though,  the  country  was  on  a war  foot- 
ing, which  meant,  among  other  things,  gasoline  rationing.  Clearly  normal  events  at 
Tanglewood,  including  appearances  by  the  full  Boston  Symphony  Orchestra,  were  no  longer 
possible,  if  only  because  few  members  of  the  audience  would  wish  to  use  their  limited  supply 
of  fuel  to  travel  to  a distant  location  for  a concert.  But  Koussevitzky  determined  that  the  Music 
Center  would  continue,  at  his  own  expense.  This  was  still  possible  in  1942,  and  Koussevitzky 
trained  the  105  members  of  his  student  orchestra  (there  were  two — the  young  Leonard 
Bernstein  was  conducting  the  second  orchestra  that  summer)  for  the  concerts,  which  included, 
on  August  14,  the  concert  premiere  in  this  country  of  Shostakovich's  Seventh  Symphony,  the 
Leningrad,  as  the  featured  work  of  "Tanglewood  on  Parade."  But  that  was  the  end  for  three 
years.  With  the  general  mobilization  of  huge  numbers  of  young  men  and  women  for  the  war 
effort,  it  would  be  impossible  to  assemble  a decent  orchestra  until  the  war  was  over. 

Thus,  the  summer  of  1946  marked  a new  beginning,  and  a particularly  important  one,  for 
Tanglewood  and  the  Music  Center.  It  would  reveal  whether  Koussevitzky's  vision  could  be  car- 
ried on  over  a period  of  years,  and  it  would  do  so,  for  the  first  time,  with  the  possible  participa- 
tion of  young  musicians  and  older  teachers  from  many  parts  of  the  world,  who  had  been  pre- 
vented by  the  war  from  coming  at  any  earlier  time.  Koussevitzky  was  determined  to  make  the 
1946  festival  a special  one,  and  he  had  a special  card  up  his  sleeve  to  guarantee  interest — a new 
opera  that  he  had  commissioned  from  a young  English  composer  whose  work  he  admired. 

Benjamin  Britten  was  no  newcomer  to  the  programs  of  the  Boston  Symphony;  it  was  during 
a performance  of  his  Sinfonia  da  Requiem  a few  years  earlier  that  Koussevitzky  had  asked  him 
why  a composer  of  such  obviously  dramatic  sensibilities  should  not  write  an  opera.  Britten  sen- 
sibly explained  that  he  had  to  make  a living  somehow,  and  that  the  composition  of  an  opera 
was  a very  time-consuming  process,  and  a risky  one,  even  if  he  were  assured  of  a performance 
once  it  was  finished.  Koussevitzky  waved  aside  these  considerations:  he  would  himself  com- 
mission the  work  and  guarantee  a first  performance,  through  the  Koussevitzky  Foundation, 
established  in  the  memory  of  his  late  wife  Natalie.  (Peter  Grimes  was,  in  fact,  the  first  significant 
commission  of  the  Foundation,  which  is  still  in  existence,  and  which  has  developed  a glowing 
record  of  important  new  works  composed  in  the  memory  of  Natalie,  and  later  also  Serge, 
Koussevitzky.) 

Britten  had  already  found  the  subject  for  the  opera  he  wanted  to  write,  and  he  set  to  work  on 
it  even  before  returning  to  England  in  the  spring  of  1942,  completing  the  last  act  in  full  score  on 
February  10,  1945.  Of  course  at  this  time  World  War  II  was  still  going  on  and  there  was  no 
prospect  of  an  American  performance.  When  Britten  got  the  chance  for  a production  at  Sadler's 
Wells  in  London,  Koussevitzky  graciously  relinquished  his  right,  as  the  commissioner  of  the 
opera,  to  the  first  performance. 

But  Koussevitzky  was  determined  that  Peter  Grimes  would  be  a high  point  of  the  1946 
Tanglewood  season,  and  that  it  would  be  performed  not  by  the  Boston  Symphony,  but  by  the 
Fellows  of  the  Berkshire  Music  Center,  as  a way  of  demonstrating  what  they  could  do  (his  per- 
formance of  the  Shostakovich  Seventh  in  1942  had  had  much  the  same  purpose).  Indeed,  the 
first  public  announcement  of  the  forthcoming  season  in  the  New  York  Times,  made  on  February 
10,  1946,  indicated  that  Peter  Grimes  had  been  "composed  especially  for  Tanglewood,"  though  it 
was  noted  that  the  opera  "has  been  given  in  England  with  outstanding  success." 

Wishing  to  attract  as  much  attention  as  possible  to  the  forthcoming  American  premiere, 
Koussevitzky  cannily  programmed  music  from  the  opera  with  the  Boston  Symphony  a few 
weeks  later.  The  orchestra  played  the  Passacaglia  and  Four  Sea  Interludes  in  Boston  and  New 
York,  giving  the  principal  newspaper  critics  their  first  opportunity  to  hear  part  of  the  score. 
Their  reviews  inevitably  mentioned  that  the  entire  opera  would  be  produced  at  Tanglewood 
in  August,  thus  offering  a good  deal  of  free  publicity.  These  reviews  must  have  warmed 
Koussevitzky's  heart.  Warren  Storey  Smith,  in  the  Boston  Post,  noted  that  "this  young  English- 
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man  has  what  seems  to  be  the  rarest  of  musical  gifts,  a sense  of  the  theatre,"  and  Winthrop  P. 
Tryon's  comments  in  the  Christian  Science  Monitor  surely  relieved  the  nervous  doubts  of  many  a 
potential  ticket-buyer: 

Someone  once  said  that  what  the  American  opera  public  hopes  for  in  the  way  of  something 
new  is  something  indeed  quite  old.  It  yearns  for  another  Pagliacci.  Britten's  music  right  here 
prompts  the  surmise  that  Peter  Grimes  may  be  just  the  bill. 

Olin  Downes,  noting  of  the  New  York  performance  that  the  excerpts  could  not  guarantee  that 
the  entire  work  would  be  as  successful,  concluded,  "Enough  that  last  night  one  was  aware  of 
music  of  uncommon  tension  and  psychological  suggestion."  And  Edward  O'Gorman  in  the 
New  York  Post  added  that  "a  great  many  of  last  night's  listeners  must  have  quickly  turned  over 
in  their  minds  the  possibility  of  a hasty  trip  up  to  Tanglewood  next  August." 

Plans  for  the  production  went  ahead  in  the  spring,  though  with  a growing  unease  on  the 
part  of  Herbert  Graf,  the  Metropolitan  Opera  stage  director  who  had  been  in  charge  of  the 
opera  department  from  Tanglewood's  first  season,  assisted  by  Boris  Goldovsky.  Part  of  the  rea- 
son might  simply  have  been  that  Goldovsky  spoke  Russian  and  could  communicate  with  the 
conductor  with  perfect  accuracy.  (Koussevitzky  occasionally  misheard  or  misunderstood  com- 
ments made  to  him  in  English,  and  once  an  idea  had  mistakenly  become  fixed  in  his  mind  in 
this  way,  he  could  rarely  be  persuaded  to  reconsider  it.)  Or  perhaps  Koussevitzky  felt  that  Graf 
was  not  equally  committed  to  "new  stage  and  production  techniques,  new  methods,  and  new 
attitudes,  all  leading  to  a more  vital  presentation  of  music  drama"  (these  words  come  from  the 
minutes  of  a BMC  faculty  meeting  held  on  February  17,  in  which  Koussevitzky  explained  that 
this  was  why  he  had  commissioned  Peter  Grimes).  Already  by  this  time  Graf  had  learned  that 
Koussevitzky  had  not  approved  of  his  plans  for  the  following  summer,  which  had  included 
some  work  in  the  standard  repertory  operas  as  well  as  Grimes,  and  that  Goldovsky  had  been 
put  in  charge  of  the  "experimental  work"  of  the  opera  department.  Graf  had  spoken  to  a num- 
ber of  potential  students  who  had  expressed  their  unwillingness  to  spend  a summer  at 
Tanglewood  if  their  only  opportunity  to  sing  were  in  the  many  smaller  parts  in  Peter  Grimes, 
without  other  operatic  experiences.  After  Graf  had  expressed  this  view  again  at  the  February  17 
faculty  meeting,  Kousssevitzky  may  have  taken  Graf's  slight  reservation  as  an  attack  on  his 
vision.  In  any  case,  in  the  following  months  Goldovsky  received  more  and  more  independence. 

Graf  spent  much  of  the  spring  in  Europe,  but  when  he  returned  he  sent  Koussevitzky  a care- 
fully worded  letter  requesting  to  be  relieved  of  his  work  at  Tanglewood.  He  insisted  that  he  had 
always  loved  this  work,  and  undertook  it  at  some  financial  sacrifice,  because  of  the  free  hand  he 
had  been  allowed  to  develop  his  own  ideas.  Now,  without  that  free  hand,  he  felt  artistically 
unable  to  continue,  and  he  knew  that  Koussevitzky  was  "too  great  an  artist"  to  misunderstand 
the  situation.  Actually,  the  conductor  probably  did  misunderstand,  intentionally  or  otherwise, 
because  the  next  sentence  in  Graf's  letter  reported  that  he  had  also  had  an  offer  from  MGM  to 
direct  in  Hollywood  during  July.  Koussevitzky  would  have  seen  this  as  the  worst  kind  of  com- 
mercial betrayal.  Graf  attempted  to  smooth  over  the  rift  with  another  letter  to  Koussevitzky  in 
November,  but  he  never  returned  to  Tanglewood. 

This  left  the  production  without  a director,  since  Goldovsky  was  already  busy  with  other 
aspects  of  the  summer  program.  In  the  end,  and  partly  out  of  sheer  desperation,  Eric  Crozier, 
who  had  directed  the  Sadler's  Wells  production,  was  flown  in  from  London.  But  even  he  was 
only  able  to  arrive  at  the  last  minute,  relatively  speaking,  because  he  and  Britten  were  busy 
mounting  the  first  performance  of  The  Rape  of  Lucretia  in  July. 

From  the  beginning,  it  had  been  assumed  that  some  of  the  major  roles  in  Peter  Grimes  would 
be  undertaken  by  young  professionals.  Eleanor  Steber  and  James  Pease  were  both  mentioned 
by  Graf  in  an  early  letter  to  Koussevitzky;  eventually  Pease  sang  the  role  of  Balstrode.  Other 
important  singers  who  took  part  in  the  production  included  Frances  Yeend  as  one  of  the  two 
Ellens  (the  other  was  Florence  Manning),  and  Phyllis  Smith  and  Mildred  Miller  (then  spelled 
Mueller)  as  Auntie's  "Nieces."  Phyllis  Smith  never  really  left  Tanglewood  after  1946,  and,  as 
Phyllis  Curtin,  she  has  led  the  vocal  program  here  for  more  than  three  decades. 

The  rehearsals  were  intense.  The  orchestra  was  divided  into  two  ensembles,  one  to  play 
Acts  I and  III,  the  other  to  play  Act  II.  The  largest  solo  parts  were  double-cast.  All  of  this  created 
enormous  problems  of  logistics  for  Leonard  Bernstein,  who  was  to  conduct  the  performance. 
And  he  had  been  late  arriving  in  Tanglewood  that  summer  because  he  had  been  on  a tour  in 
England,  where  Britten's  publisher,  Ralph  Hawkes,  had  prevailed  upon  him  to  extend  his  stay 
and  conduct  his  ballet  Fancy  Free  at  the  Royal  Opera  House.  The  stage  on  which  the  opera  was 
given  (the  same  one  being  used  in  this  summer's  fiftieth-anniversary  revival)  had  never  been 
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used  for  a full-scale  opera,  and  this  one  required  a number  of  sets  and  many  costumes,  which 
were  produced  on  site  in  the  weeks  before  the  performance.  Rehearsals  went  on  for  hours  and 
hours,  exhausting  all  participants,  though  Phyllis  Curtin  has  recalled  the  infectious  energy  with 
which  the  conductor  taught  everyone  the  rollicking  7/4  round  "Old  Joe  has  gone  fishing." 

The  reviews  of  the  performance  reflected  many  of  the  opinions  of  Britten  and  his  work 
already  heard  in  London.  Many  of  the  critics  begged  to  differ  with  Koussevit/ky,  who  made  a 
small  curtain  speech  in  which  he  placed  Peter  Grimes  second  only  after  Carmen  as  a masterpiece 
of  music  drama.  Some  of  the  critics  clearly  hated  what  they  heard.  John  Briggs,  in  the  Neiv  York 
Post,  said  "It  is  not  an  opera.  It  is  a violent  explosion  of  raw  emotion,  false  and  melodramatic 
for  the  most  part,  lumped  into  an  incoherent  mass  and  flung  in  the  face  of  the  audience.  After 
seeing  it,  I felt  as  if  I were  the  stooge  in  a burlesque  routine  and  had  been  beaten  over  the  head 
with  a bladder  all  evening."  Irving  Kolodin,  in  the  Sun,  found  it  "a  drain  on  the  attention  and  a 
trial  to  the  patience."  He  scoffed  at  Koussevitzky's  reference  to  Carmen,  finding  in  Grimes  that 
"it  is  precisely  in  the  realm  of  melodic  interest  that  the  work  is  deficient." 

How  different  Douglas  Watt  in  the  New  York  News:  "Strange  excitement  and  beauty  burst 
forth  from  the  orchestra  and  stage  with  such  rapidity  that  listening  became  a breath-taking 
pleasure."  Carl  E.  Lindstrom,  in  the  Hartford  Times,  declared  that  "something  very  important 
had  happened  to  opera  ...  It  left  behind  much  that  was  old  in  music;  it  crystallized  almost 
everything  that  was  new.  It  was  moreover  a gripping  theater  experience — a powerful  show,  if 
you  like."  And  Jay  C.  Rosenfeld  summed  up  the  event  as  follows:  "The  Berkshire  Music  Center 
at  Tanglewood  established  an  imposing  milestone  in  its  records  and  in  the  annals  of  American 
music  last  night  when  its  students  presented  the  first  American  performance  of  Benjamin 
Britten's  new  opera  Peter  Grimes." 

Indeed,  it  can  be  said  that,  more  than  any  other  single  event  in  Tanglewood's  early  history, 
this  production  of  Peter  Grimes  put  Tanglewood,  and  the  Music  Center,  on  the  map.  European 
musicians,  who  can  hardly  have  heard  of  the  summer  festival  during  the  preceding  years  of 
war,  now  learned  that  there  was  a place  in  the  United  States  where  a challenging  modern  opera 
could  be  credibly  mounted  by  an  ensemble  of  students  (though,  to  be  sure,  advanced  students 
on  the  verge  of  professional  careers).  Many  of  the  participants  in  Peter  Grimes — singers,  conduc- 
tors and  assistants,  staging  and  directing  personnel — went  on  to  substantial  careers,  glowing 
with  the  memory  of  this  special  performance.  The  Koussevitzky  Music  Foundation  demonstrat- 
ed the  value  of  taking  a risk  on  a young  composer  of  evident  talent.  And  Tanglewood  became 
firmly  established  as  the  premier  summer  location  for  advanced  studies  in  music. 

Steven  Ledbetter  is  Musicologist  and  Program  Annotator  of  the  Boston  Symphony  Orchestra. 


Britten  and  Serge  Koussevitzky 
at  Tanglewood,  1946 
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Britten  backstage,  likely  at  Sadler's  Wells 
around  the  time  of  "Peter  Grimes" 


Britten  at  Snape,  at  the  time  he  was  completing  "Peter  Grimes" 
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Benjamin  Britten 

PETER  GRIMES 

An  Opera  in  Three  Acts  and  a Prologue 
derived  from  the  poem  of  George  Crabbe 
Words  by  Montagu  Slater 

TANGLEWOOD  MUSIC  CENTER  ORCHESTRA  AND  VOCAL  SOLOISTS 
TANGLEWOOD  FESTIVAL  CHORUS,  John  Oliver,  conductor 
SEIJI  OZAWA  conducting 

DAVID  KNEUSS,  director 

JOHN  MICHAEL  DEEGAN  and  SARAH  G.  CONLY,  design 


Celebrating  the  fiftieth  anniversary  of 
the  American  premiere  of  "Peter  Grimes" 


at  Tanglewood 

Sunday,  July  28,  at  8 
(Dress  Rehearsal,  July  25) 

CHARACTERS 

Tuesday,  July  30,  at  8 
(Dress  Rehearsal,  July  27) 

Thomas  Doherty 

PETER  GRIMES 

Anthony  Dean  Griffey 

a fisherman 

Anna-Maria  Bogner 

ELLEN  ORFORD 

a widow,  schoolmistress 

Michaela  Gurevich 

of  the  Borough 

Stephen  Salters 

CAPTAIN  BALSTRODE 

Stafford  Turner 

retired  merchant  skipper 

Carolyn  Gronlund 

AUNTIE 

Amy  Zorn 

landlady  of  "The  Boar" 

Sari  Gruber 

NIECE  1 

Amy  Alyce  Wagar 

Jennifer  Cobb 

NIECE  2 

Sarah  Pelletier 

main  attractions  of  "The  Boar" 

Bradley  Howard 

BOB  BOLES 

Mark  Schowalter 

fisherman  and  Methodist 

Paul  Guttry 

SWALLOW 

Andrew  Martens 

a lawyer 

Kathleen  Flynn 

Mrs.  (NABOB)  SEDLEY 
a rentier  widow  of  an 
East  India  Company's  factor 

Inga  Jonsdottir 

Daniel  Norman 

Rev.  HORACE  ADAMS 

David  Ossenfort 

the  rector 

Scott  Hogsed 

NED  KEENE 

Raymond  Granlund 

apothecary  and  puack 

Steven  Maricle 

HOBSON 

Taras  Kulish 

carrier 

Ryan  Barry 

BOY  (JOHN) 
Grimes's  apprentice 

Christopher  Polizzi 

CHORUS  OF  TOWNSPEOPLE  AND  FISHERFOLK 
Tanglewood  Festival  Chorus,  John  Oliver,  conductor 

CHILDREN 

Adam  Amuso,  Jonathan  Gustin,  Nicky  Svetlichny 
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Assistant  Conductor:  Robert  Spano 
Head  Vocal  Coach:  Dennis  Helmrich 
Production  Manager:  James  Ross 
TMC  Orchestra  Manager:  Harry  Shapiro 
TMC  Orchestra  Stage  Manager:  Gregg  Brighenti 
TMC  Orchestra  Librarian:  John  Grande 
Production  Stage  Manager:  Rachel  Stern 

Vocal  Coaches:  Kayo  Iwama,  Karl  Paulnack 
Rehearsal  Pianists:  Edward  Bak,  Frank  Corliss, 
Marie-France  Lefebvre,  Grant  Wenaus 
Rehearsal  Conductors:  Christopher  Franklin,  David  Tang 

Assistant  Directors:  Carleen  Graham,  Seira  Ozawa 
Assistant  Stage  Manager:  Thomas  Biddlecombe 
Costume  Design  Assistant:  Anne  Murphy 
Wardrobe:  Catherine  Lawlor,  Cris  Raymond 
Costume  Staff:  Jeffrey  Scott  Burrows, 

Joanna  B.  Heath,  Viola  Mackenthun 
Wigs  and  Make-up:  Charles  La  Pointe,  Tom  Watson 
Stage  Crew:  Ben  Bertocci,  Gabriel  Love,  Anthony  Thomas 
Props:  Elizabeth  Petty,  Robin  Shaw-Genis,  Amanda  Stapleford 

Tanglewood  Master  Electrician:  William  Lahart, 
assisted  by  Daniel  P.  Burke  at  S&A  Supply,  Inc. 
Tanglewood  Master  Carpenter:  George  Tower, 
assisted  by  Mike  O'Brien,  James  Gaherty 
Set  Construction  Crew:  Gregg  Carlo,  Chris  Duke, 
Matthew  Lane,  Aaron  Rocha,  Aaron  Terranova,  Randy  Thomas 
Fly  Crew:  John  Laprade 
Lighting  Board  Operator:  Erin  Turner 

Lighting  supplied  by  Limelight  Productions 
Stage  rigging  installed  by  Ocean  State  Rigging 
Scenery  built  by  Virginia  Scenic,  a division  of  Virginia  Opera 
Costumes  supplied  by  Malabar  Limited 

Pianos  and  Organ  by  Baldwin 


The  principal  singers  in  this  production  are  students  in  the  Master  Classes  of  Phyllis  Curtin. 
Special  thanks  to  Ms.  Curtin  and  to  guest  teacher  Benjamin  Luxon  for  their  work  in  vocal 

character  development. 

Thanks  also  to:  The  BSAV  at  Tanglewood,  for  the  installation  of  cushions  on  seats  in  the  Theatre; 
Landmark  Volunteers,  for  their  help  in  cleaning  the  Theatre;  and,  for  the  loan  of  props  used  in  this 
production:  Barrington  Coffee  Roasting  Company,  Great  Barrington;  Sharon  Branson,  Hillside, 
NY;  Collector's  Paradise,  Great  Barrington;  Past  & Future,  Lenox;  Weaver's  Fancy,  Lenox. 

Performed  by  arrangement  with  Boosey  & Hawkes,  Inc.,  publisher  and  copyright  owner. 


Please  note  that  portions  of  these  performances  and  rehearsals  are  being  filmed  for  use 
in  a television  documentary,  and  that  occasional  pictures  of  the  audience  may  be  used. 

Please  note  that  the  unauthorized  photographing  or  sound-recording  of  this  production, 
or  the  possession  of  any  device  for  such  photographing  or  sound-recording  inside  this  theater, 
is  expressly  prohibited  by  law  for  reasons  of  copyright. 

Please  note  that  the  backstage  areas  and  the  rear  of  the  Theatre  are  accessible  only  to  members 
of  the  cast  and  orchestra.  The  audience  may  greet  the  performers  in  the  Formal  Gardens  Tent 
adjacent  to  the  Theatre  following  the  performance. 
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PETER  GRIMES 

Synopsis  of  Scenes 


PLACE:  The  Borough,  a small  fishing  village  on  the  East  Coast  of  England 
TIME:  1830 

PROLOGUE.  A crowded  room  inside  the  Moot  Hall,  arranged  for  a coroner's  inquest.  An  inquest 
is  in  progress  at  the  Moot  Hall  of  the  Borough,  to  investigate  the  death  during  a fishing  trip 
of  Peter  Grimes's  apprentice.  The  widowed  schoolmistress  Ellen  Orford  speaks  in  Grimes's 
behalf.  The  lawyer  Swallow  (who  serves  also  as  coroner)  rules  the  death  to  have  been  accidental, 
but  also  warns  Grimes  that  to  allay  the  townspeople's  suspicions  he  should  not  hire  another 
apprentice  without  first  finding  a woman  to  help  look  after  the  new  boy.  Grimes  is  concerned 
that  the  hearing  will  have  done  nothing  to  clear  him  in  the  minds  of  the  townspeople.  The  room 
is  emptied.  Grimes  and  Ellen  remain.  He  fears  that  Ellen's  own  reputation,  and  her  feelings 
toward  him,  will  suffer  from  the  villagers'  hatred  of  him. 

INTERLUDE  I.  Dawn. 

Act  I,  scene  1.  The  Borough  beach  and  street.  As  the  villagers  go  about  their  business.  Grimes 
seeks  help  bringing  his  boat  to  shore.  The  retired  Captain  Balstrode  finally  lends  a hand,  assist- 
ed by  "apothecary  and  quack"  Ned  Keene,  who  tells  Grimes  that  lie's  found  the  fisherman  a 
new  apprentice.  The  carrier  Hobson  refuses  to  fetch  the  new  boy  until  Ellen  offers  to  accompa- 
ny him.  Mrs.  Sedley,  the  town  gossip,  reluctantly  agrees  to  meet  Ned  Keene  at  The  Boar  that 
evening  to  pick  up  a new  supply  of  "medication,"  to  be  delivered  by  Hobson  upon  the  carri- 
er's return.  A mounting  storm  causes  the  townsfolk  to  disperse,  leaving  only  Grimes  and 
Balstrode.  Balstrode  encourages  Grimes  to  leave  the  Borough,  but  Grimes  is  adamant:  he  will 
stay  and  prove  himself  to  the  townsfolk. 

INTERLUDE  II.  Storm. 

Act  I,  scene  2.  The  Boar,  the  same  night.  The  neighborhood  is  flooding  as  the  townspeople  take 
shelter  against  the  storm.  Auntie's  "nieces"  are  a major  attraction  to  the  men.  Mrs.  Sedley  is 
horrified  by  the  proceedings.  Grimes's  arrival  stops  everyone  in  their  tracks.  Bob  Boles,  drunk, 
expresses  the  Borough's  collective  attitude:  "His  exercise  is  not  with  men,  but  killing  boys."  In 
an  attempt  to  restore  order,  Balstrode  gets  a round  going  ("Old  Joe  has  gone  fishing").  Grimes 
upsets  the  rhythm  of  the  round.  Hobson,  Ellen,  and  the  new  boy  arrive,  drenched.  The  bridge 
is  down;  the  cliff  by  Grimes's  hut  has  been  washed  away.  Grimes  insists  on  leading  the  boy 
home  that  instant. 


INTERMISSION 


Tangleivood  1996,  set  model  for  the  Prologue 
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ACT  II 


INTERLUDE  III.  Sunday  morning. 

Act  II,  scene  1.  The  village  street  on  a Sunday  morning,  a few  weeks  later.  As  morning  service  takes 
place  in  the  nearby  church,  Ellen  sits  outside  with  Grimes's  new  apprentice  John.  She  discovers 
that  his  coat  has  been  torn  recently,  and  that  he  has  been  bruised:  “It's  begun."  Peter  appears. 
Despite  Ellen's  protestations,  he  insists  that  the  boy  head  off  with  him  at  once  to  fish.  Their 
argument  has  been  overheard.  Auntie,  Ned  Keene,  and  Bob  Boles  rouse  the  townsfolk;  the  men 
head  toward  Grimes's  hut.  Ellen,  Auntie,  and  the  two  Nieces  contemplate  their  position  among 
the  menfolk. 

INTERLUDE  IV.  Passacaglia. 

Act  II,  scene  2.  Peter's  hut,  later  that  same  evening.  Grimes,  still  angry,  thrusts  the  boy  into  his 
hut,  barking  orders  and  terrifying  him.  Grimes's  mood  undergoes  rapid  changes.  As  he  looks 
out  to  sea  through  the  cliff-side  door,  the  prospect  of  good  fishing  suggests  thoughts  of  a better 
life;  but  he  is  haunted,  too,  by  the  image  of  the  dead  apprentice.  Hearing  the  townspeople 
approach,  he  hurries  the  boy  out  the  cliff-side  door,  but  is  distracted  by  a knock  at  the  front. 
The  boy  slips  and  falls  to  his  death.  Grimes  "swings  after  him."  The  men,  finding  the  hut 
empty,  are  surprised  to  find  it  neatly  kept,  but  Balstrode  is  concerned  to  find  the  cliff-side  door 
left  open. 


ACT  III 


INTERMISSION 


INTERLUDE  V.  Moonlight. 

Act  III,  scene  1.  The  village  street,  a few  nights  later.  There  is  a dance  at  the  Moot  Hall,  with  much 
traffic  between  the  Moot  Hall  and  The  Boar,  where  the  two  Nieces  remain  an  attraction.  Ellen 
tells  Balstrode  that  she  has  found  John's  sweater,  which  she  had  embroidered  with  an  anchor, 
washed  ashore.  The  two  leave  to  look  for  Grimes.  Mrs.  Sedley,  having  overheard  them  and  con- 
vinced of  foul  play,  rouses  the  townsfolk,  who  once  more  set  out  in  pursuit  of  the  fisherman. 

INTERLUDE  VI. 

Act  III,  scene  2.  Grimes  is  alone.  Only  the  foghorn,  and  the  townsfolk  calling  his  name,  are 
heard.  The  fisherman's  mind  wanders  as  he  recalls  recent  events.  Ellen  and  Balstrode  find  him 
but  cannot  help.  Balstrode  tells  Grimes  to  sail  out  to  sea  and  sink  his  boat. 

Dawn  breaks  over  the  Borough  once  more.  The  coast  guard  has  reported  a boat  sinking,  but 
there's  none  to  be  seen.  Must  be  a rumor. . . 

— Marc  Mandel 


Tanglewood  1996,  Act  I scene  2 
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PETER  GRIMES 

Cast  of  Sunday,  July  28 


THOMAS  DOHERTY,  tenor  ( Peter  Grimes) 

Lia  and  William  Poorvu  Fellowship,  TMC  1996 

Born:  London,  Ontario,  Canada 
Current  Residence:  Richmond  Hill,  Ontario 

Training /Teachers:  Wilfrid  Laurier  University  (B.A.  in  music),  Waterloo,  Ontario; 
Private  instruction/William  Neill;  McGill  University  (Graduate  Studies  in  vocal 
performance),  Montreal,  Quebec 

Aioards/Honors:  2nd  place,  1994  American  Institute  of  Musical  Studies  Meister- 
singer  Competition 

Recent  Engagements:  Indianapolis  Opera  Company  (Gastone,  La  traviata);  Opera 
North,  NH  (Larry/ Matt,  The  Face  on  the  Barroom  Floor);  Onion  River  Chorus,  VT  (Oedipus,  Oedipus 
Rex);  Opera  McGill,  Montreal  (Jenik,  The  Bartered  Bride) 

Forthcoming:  Pittsburgh  Opera  Center  at  Duquesne  (resident  artist,  1996-97) 

ANNA-MARIA  BOGNER,  soprano  ( Ellen  Orford) 

Edward  G.  Shufro  Fellowship,  TMC  1996 

Born:  Munich,  Germany 

Current  Residence:  Dachau,  Germany 

Training;  Teachers:  Musikhochschule  Munich  (Artist  Diploma t/Reri  Grist; 

( ’W  Musikhochschule  Vienna /Edith  Mathis;  Private  instruction/Phyllis  Curtin 

Awards/Honors:  1993  Culture  Award  of  the  City  of  Dachau;  1996  Music  Award 
of  Munich 

Recent  Engagements:  Munich  State  Opera;  International  Bach  Festival,  Munich/ 
Schaffhausen;  concerts  (Europe  and  USA);  1995  Opening  Night  Europai'sche 
Festwochen  Passau 

Other:  Tanglewood  Music  Center  Vocal  Fellow  1994,  1995;  recordings  with  Bavarian  and  Austrian 
(ORF)  radio 

STEPHEN  SALTERS,  baritone  ( Captain  Balstrode) 

Nat  Cole  Memorial  Fellowship 

Born:  New  Haven,  CT 
Current  Residence:  Boston,  MA 

Training /Teachers:  Boston  University  (Artist  Diploma)/Phyllis  Curtin; 

Boston  University  (B.M.A.)/Joan  Heller 

Awards/Honors:  1st  place,  1996  Queen  Elisabeth  International  Music  Competition  for 
Voice;  1st  place,  International  Puccini-Licia  Albanese  Competition;  1996  national 
finalist,  Metropolitan  Opera  Competition;  1996  nominee,  Marian  Anderson  Award 
Recent  Engagements:  Boston  Symphony /Boston  University  recital  tribute  to  tenor 
Roland  Hayes;  Bach  St.  John  and  St.  Matthew  Passions;  Vaughan  Williams  Dona  nobis  pacem;  Mark 
Morris  Dance  Group;  1995  San  Francisco  Opera  Center  national  tour  (Count  Alma  viva,  Le  nozze  di 
Figaro) 

Forthcoming:  Opera  de  Bastille  ( Giulio  Cesare,  Rigoletto);  Noordhollands  Philharmonisch  Orkest, 

Kent  Nagano,  cond.  (concert);  concerts  and  recitals  in  Belgium,  Luxembourg,  France,  Germany; 

CD  recording  with  pianist  Shiela  Kibbe 

CAROLYN  GRONLUND,  mezzo-soprano  ( Auntie ) 

Ann  and  Gordon  Getty  Foundation  Fellowship,  TMC  1996 
Born:  Seattle,  WA 
Current  Residence:  Seattle,  WA 

Training /Teachers:  Private  instruction/Ellen  Faull;  Indiana  University  (B.A.,  honors 
English  and  journalism,  Phi  Beta  Kappa);  University  of  Washington  (B.A.  in  music) 
Awards /Honors:  1996  Metropolitan  Opera  Regional  Finalist;  1996  MacAllister  Awards 
Regional  Finalist 

Recent  Engagements:  Seattle  Opera  (1st  Maid,  Elektra);  Federal  Way  Philharmonic 
(Brahms  Alto  Rhapsody ) 

Forthcoming:  Seattle  Choral  Company  (Verdi  Requiem);  Yakima  Symphony  (Verdi  Requiem);  Seattle 
Symphony,  Gerard  Schwarz,  cond.  (Beethoven  Choral  Fantasy );  Vancouver  (WA)  Symphony  (all- 
Strauss  concert) 

Other:  1996-97  Seattle  Opera  Young  Artist 
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SARI  GRUBER,  soprano  ( Niece  1) 

Nancy  Lurie  Marks  Fellowship,  TMC  1996 
Born : Melrose,  MA 
Current  Residence:  New  York,  NY 

Training /Teachers:  Juilliard  Opera  Center/Cynthia  Hoffman;  The  Juilliard  School 
(M.M.  in  voice) /Cynthia  Hoffman;  Yale  University  (B.A.)/Lili  Chookasian 
Awards/Honors:  national  finalist,  1996  Metropolitan  Opera  National  Council 
Auditions;  Shoshana  Foundation  1996  Richard  F.  Gold  Career  Grant;  1st  place, 

1995  NYSTA  Genevieve  Gaeumann  Recital  Competition 

Recent  Engagements:  Juilliard  Opera  Center,  Richard  Bradshaw,  cond.,  Frank  Corsaro, 
dir.  (Susanna,  Le  nozze  di  Figaro );  Hilton  Head  Orchestra  (Susanna);  TMC  benefit  recital  honoring 
Phyllis  Curtin,  Weill  (Carnegie)  Recital  Hall;  Juilliard  Opera  Center  (Sophie,  Werther );  San  Francisco 
Opera  Center  (Zerlina,  Don  Giovanni );  Ventura  Chamber  Music  Festival  (recital) 

Forthcoming:  New  York  City  Opera  (debut:  Nannetta,  Falstaff ; Barbarina,  Le  nozze  di  Figaro );  Juilliard 
Opera  Center  (Elisabeth,  Elegy  for  Young  Lovers) 

Other:  Third  summer  at  Tanglewood  Music  Center,  second  as  Vocal  Fellow;  Leontyne  Price  public 
master  class  at  Juilliard 


JENNIFER  COBB,  soprano  ( Niece  2) 

Francis  and  Caryn  Powers  Fellowship,  TMC  1996 
Born:  Philadelphia,  PA 
Current  Residence:  Toledo,  OH 

Training /Teachers:  University  of  Michigan  (M.M.)/Leslie  Guinn 
Recent  Engagements:  Toledo  Symphony  (Mozart  Requiem);  Perrysburg  Symphony 
(Beethoven  Ninth) 

Forthcoming:  Toledo  Opera  (Clotilde,  Norma);  Toledo  Opera  Gala  Concert 
Other:  Cantor,  Temple  Sholom,  Cincinnati,  OH 


BRADLEY  HOWARD,  tenor  ( Bob  Boles) 
Abby  and  Joe  Nathan  Fellowship,  TMC  1996 


Born:  Atlanta,  GA 

Current  Residence:  Atlanta,  GA 

Training /Teachers:  Private  instruction/ Irene  Harrower;  University  of  Cincinnati 
College-Conservatory  of  Music  (M.M.) /William  McGraw;  Baylor  University 
(B.M.)/Joyce  Farwell 

Recent  Engagements:  Atlanta  Opera  (Ruiz,  II  trovatore);  Atlanta  Bach  Choir  (Evangelist, 
Bach  St.  John  Passion) 

Forthcoming:  Atlanta  Opera  (Faninal's  Haushofmeister,  Der  Rosenkavalier) 


PAUL  GUTTRY,  bass-baritone  ( Swallow ) 
Tappan  Dixey  Brooks  Fellowship,  TMC  1996 


Born:  Austin,  TX 
Current  Residence:  Belmont,  MA 

Training /Teachers:  UMass-Amherst  (B.A.,  Spanish  and  linguistics);  Boston 
University  Opera  Institute;  Private  instruction/Sharon  Daniels 
Recent  Engagements:  Third  recording  with  German  medieval  ensemble  Sequentia; 
Bergen  Festival  in  Norway  with  Boston  Camerata;  Boston  debut  recital  at 
Emmanuel  Church 

Forthcoming:  To  be  featured  on  first  recording  of  Weill's  Johnny  Johnson  (Erato); 
Cantata  Singers,  Boston  (Jesus,  Bach  St.  John  Passion);  tour  of  France  with  Boston  Camerata;  tour 
of  United  States  and  Puerto  Rico  with  Sequentia 

Other:  Second  summer  as  Tanglewood  Music  Center  Vocal  Fellow;  former  member  of  Chanticleer 
and  baroque  opera  company  Ex  Machina 


KATHLEEN  FLYNN,  mezzo-soprano  (Mrs.  Sedley) 

Eugene  Cook  Scholarship,  TMC  1996 

Born:  Halifax,  Nova  Scotia,  Canada 
Current  Residence:  New  York,  NY 

Training /Teachers:  Dalhousie  University  (B.M.);  University  of  Toronto  (Diploma  in 
operatic  studies)/Mary  Morrison 

Awards/Honors:  1996  Canada  Council  Grant;  1996  Nova  Scotia  Talent  Trust  Grant 
Recent  Engagements:  University  of  Toronto  Opera  Division  (Marcellina,  Le  nozze  di 
Figaro);  Kitchener-Waterloo  Orchestra  (Beethoven  Ninth);  Robertson  Davies's 
Memorial  (soloist) 

Forthcoming:  Master's  Performance  Program,  Juilliard 
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DANIEL  NORMAN,  tenor  (Rev.  Horace  Adams ) 

Miriam  Atm  Kenner  Memorial  Scholarship,  TMC  1996 

Born : Ivinghoe,  Buckinghamshire,  England 
Current  Residence:  London 

Training /Teachers:  Oxford  University  (Master's  in  Engineering);  Banff  Centre  (20th- 
Century  Opera  & Song  Program,  Dramatic  Integration  Program);  Private  instruc- 
tion/Colin Baldy,  Diane  Forlano 

Recent  Engagements:  Opera  Restor'd  (Moore,  Lampe  The  Dragon  of  Wantley); 
Songmakers'  Almanac  Recital,  Wigmore  Hall,  with  Graham  Johnson;  Janacek  CD 
with  New  London  Chamber  Choir  (Hyperion) 

Forthcoming:  Jigsaw  Music  Theatre  (contemporary  opera  triple-bill);  concerts  and  recording  of 
Elizabethan  lute  songs  with  Emily  Van  Evera  in  Spain;  study  of  English  song  with  Anthony  Rolfe 
Johnson  at  Britten-Pears  School 

SCOTT  HOGSED,  baritone  (Ned  Keene) 

Gloria  Narramore  Moody  Foundation  Fellowship,  TMC  1996 
Born:  Atlanta,  GA 
Current  Residence:  Atlanta,  GA 

Training/Teachers:  Oberlin  Conservatory  of  Music  (Artist  Diploma)/Richard  Miller; 
Private  instruction/Walter  Huff,  Irene  Harrower 

Awards/Honors:  Merola  Career  Grant;  1st  place.  Mobile  Opera  Auditions 
Recetit  Engagements:  Oberlin  (Count  Almaviva,  Le  nozze  di  Figaro) 

Forthcoming:  Atlanta  Opera  (Kommissarius,  Der  Rosenkavalier) 


STEVEN  MARICLE,  bass-baritone  (Hobson) 
Andrall  and  Joanne  Pearson  Scholarship,  TMC  1996 


Born:  Twin  Falls,  ID 
Current  Residence:  Boston,  MA 

Training /Teachers:  Private  instruction /Joan  Metelli;  New  England  Conservatory  of 
Music/ Richard  Hughes 

Recent  Engagements:  New  England  Conservatory  Opera  Theatre  (Beupertuis,  Rota 
The  Florentine  Straw  Hat-  Betto,  Gianni  Schicchi ; High  Priest,  Magic  Flute;  Postman, 
The  Scarf ; John  Sorel,  The  Consul) 


Tanglewood  1996,  Act  II  scene  2 
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PETER  GRIMES 

Cast  of  Tuesday,  July  30 


ANTHONY  DEAN  GRIFFEY,  tenor  ( Peter  Grimes) 

Housatonic  Curtain  Company  Fellowship,  TMC  1996 
Born : High  Point,  NC 
Current  Residence:  New  York,  NY 

Training /Teachers:  Private  instruction:  Beverley  Peck  Johnson;  degrees  from 
The  Juilliard  School,  Eastman  School  of  Music,  Wingate  University 
Awards/Honors:  Metropolitan  Opera  Young  Artist  Development  Program;  1st  place. 
National  Association  of  Teachers  of  Singing;  Opera  Index  grant 
Recent  Engagements:  Metropolitan  Opera  (debut:  First  Knight,  Parsifal;  The  Queen  of 
Spades;  Salome );  Metropolitan  Opera  recording  (Priore,  Verdi  1 lombardi,  for  London); 
"Great  Performers  at  Lincoln  Center"  (Tom,  Amy  Beach  Cabildo;  recorded  for  Delos);  Marlboro 
Chamber  Music  Festival;  Manchester  Chamber  Music  Festival 

Forthcoming:  Saito  Kinen  Festival  (Poulenc,  Les  Mamelles  de  Tiresias,  Seiji  Ozawa  cond.,  to  be  recorded 
for  Philips);  Metropolitan  Opera  (Aida,  Billy  Budd,  The  Bartered  Bride,  Das  Rheingold);  Vancouver 
Opera  (debut:  Sam,  Carlisle  Floyd  Susannah ) 

Other:  Dedicates  his  first  Peter  Grimes  to  Beverley  Johnson  and  Elma  Kanefield 

MICHAELA  GUREVICH,  soprano  ( Ellen  Orford) 

Flarold  and  Thelma  Fisher  Fellowship,  TMC  1996 
Born:  Seattle,  WA 
Current  Residence:  New  York,  NY 

Training /Teachers:  Private  instruction/Trish  McCaffrey;  Juilliard  Opera  Center; 
University  of  Washington/Mary  Curtis-Verna;  Private  instruction /Ellen  Faull 
Awards/Honors:  1992  national  winner.  Metropolitan  Opera  National  Council 
Auditions;  1st  place,  1995  Anna  Maria  Saritelli  Bel  Canto  Competition;  winner,  1996 
George  London  Auditions;  winner,  1996  Licia  Albanese  Puccini  Competition;  1996 
DeRosa  Prize,  Juilliard 

Recent  Engagements:  Juilliard  Opera  Center  (Countess  Almaviva,  Le  nozze  di  Figaro);  Rainier  Symphony, 
Seattle  (all-Mozart  concert);  Warsaw  Philharmonic  (recording,  Tchaikovsky  Iolanthe);  Focus!  Festival, 
NYC  (Four  Iranian  Songs);  Opera  Festival  of  New  Jersey  (Miss  Jessel,  Britten  The  Turn  of  the  Screw); 
Museum  of  Modern  Art  (Katie,  Jack  Beeson  Hello  Out  There!) 

Forthcoming:  Vancouver  Opera  (title  role,  Jetiufa);  Omaha  Opera  (Marguerite,  Faust);  Washington 
Opera  (Arminda,  La  finta  giardiniera) 

Other:  Merola  Opera  Program  (Mimi,  La  boheme;  Musetta,  La  boheme;  Donna  Elvira,  Don  Giovanni) 


STAFFORD  TURNER,  baritone  ( Captain  Balstrode) 
Ann  V.  Dulye  and  Linda  M.  Dulye  Fellowship,  TMC  1996 


Born:  Atlanta,  GA 
Current  Residence:  Cincinnati,  OH 

Training /Teachers:  University  of  Cincinnati-College  Conservatory  of  Music  (D.M.A. 
program) /William  McGraw;  University  of  North  Texas  (M.M.) 

Awards/Honors:  finalist,  southeast  regional  Met  Competition;  prizewinner, 
Washington  International  Vocal  Competition 

Recent  Engagements:  Cincinnati-CCM  (Kecal,  The  Bartered  Bride);  Bremer  Theater, 
Bremen,  Germany  (Guard,  Schnittke  Life  with  an  Idiot;  Marco,  Gianni  Schicchi) 
Forthcoming:  Cincinnati,  OH  (recital) 


AMY  ZORN,  contralto  ( Auntie ) 

Pearl  and  Alvin  Schottenfeld  Fund  Fellowship,  TMC  1996 
Born:  New  York,  NY 
Current  Residence:  New  York,  NY 

Training /Teachers:  Boston  University  (M.M.)/ Adelaide  Bishop;  University  of 
Wisconsin-Madison  (B.Mus.Ed.)/Robert  Fountain;  Private  instruction /Alan  Bowers 
Awards/Honors:  Opera/Music  Theater  Institute  of  New  Jersey  fellowship; 
Liederkranz  Foundation 

Recent  Engagements:  Ithaca  Opera  (Old  Lady,  Candide);  Cayuga  Chamber  Orchestra 
(Messiah);  New  Jersey  Opera  (Third  Lady,  The  Magic  Flute,  Boston  University  Opera 
Theater  (Lucretia,  Britten  The  Rape  of  Lucretia);  Principessa,  Suor  Angelica) 

Other:  Ithaca  College  Assistant  Professor;  Mannes  College  adjunct  faculty;  Pace  University  Prep 
Division  adjunct  faculty 
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AMY  ALYCE  WAGAR,  soprano  ( Niece  1) 

Dr.  Marshall  N.  Fulton  Memorial  Fellowship,  TMC  1996 
Born:  Estherville,  IA 
Current  Residence : New  York,  NY 

Training /Teachers:  Iowa  State  University  (B.M.)/Janet  Alcorn;  The  Juilliard  School 
(M.M.)/Cynthia  Hoffmann;  American  Institute  of  Musical  Studies,  Graz,  Austria 
Awards /Honors:  Lucrezia  Bori  Grant  (study  abroad);  1st  prize.  National  Association 
of  Teachers  of  Singing 

Recent  Engagements:  Avery  Fisher  Hall  debut  with  Juilliard  Symphony  (Mahler 
Symphony  No.  4,  John  Nelson,  cond.);  Gilmore  Festival,  Kalamazoo,  MI;  Orchestra 
de  Camerata  (Barber  Knoxville:  Summer  of  1915,  Eric  Knapp,  cond.) 

SARAH  PELLETIER,  soprano  (Niece  2) 

Geraldine  R.  Dodge  Foundation  Fellowship,  TMC  1996 
Born:  Attleboro,  MA 
Current  Residence:  Princeton,  NJ 

Training /Teachers:  Westminster  Choir  College  (M.M.  in  vocal  performance/ Lindsey 
Christiansen  and  accompanying/Glenn  Parker);  Wellesley  College  (B.A.)/ 

Hazel  O'Donnell 

Recent  Engagements:  Providence  Singers  (Poulenc  Gloria );  recording  for  Chesky 
Records  (Britten  Te  Deum  in  C,  Joseph  Flummerfelt,  cond.) 

Forthcoming:  Tanglewood  1996  Festival  of  Contemporary  Music  (Varese,  Offrande) 
Other:  1994  Phyllis  Curtin  Seminar  at  Tanglewood;  Associate  Choral  Director,  Princeton  (NJ)  High 
School;  faculty  member,  Westminster  Conservatory  and  Princeton  Conservatory 

MARK  SCHOWALTER,  tenor  (Bob  Boles) 

Darling  Family  Fellowship,  TMC  1996 
Born:  Milwaukee,  WI 
Current  Residence:  St.  Paul,  MN 

Training /Teachers:  Degrees  from  St.  Olaf  College  and  The  Juilliard  School;  Current 
teacher/Glenda  Maurice  at  University  of  Minnesota 

Recent  Engagements:  Ex  Machina  Opera  (Ferrando,  Cost  fan  tutte );  North  Shore  Opera 
(Fritz,  The  Grand  Duchess  of  Gerolstein);  Minnesota  Opera  (Pong,  Turandot);  St.  Paul 
Chamber  Orchestra  (Mercurio,  La  Calisto );  Nebuchadnezzar,  Britten  The  Burning 
Fiery  Furnace 

Forthcoming:  Count,  Rossini  Le  Comte  Ory ; St.  Paul  Chamber  Orchestra  (Agent,  Mozart  The  Impresario ); 
University  of  Minnesota  (Evangelist,  St.  Matthew  Passion) 

ANDREW  MARTENS,  bass-baritone  ( Swallow ) 

Bernice  and  Lizheth  Krupp  Fellowship,  TMC  1996 
Born:  Arcadia,  CA 
Current  Residence:  New  York,  NY 

Training /Teachers:  New  England  Conservatory  of  Music  (M.M.  in  vocal  performance); 
Duke  University  (B.A.  in  music;  B.A.  in  German);  Current  teacher/ Armen  Boyajian 
Recent  Engagements:  Connecticut  Grand  Opera  (Marquis  d'Obigny,  La  traviata ); 
Western  Opera  Theater  (Colline,  La  boheme );  Merola  (Geronimo,  Secret  Marriage) 
Forthcoming:  Riga,  Latvia  (world  premiere:  Ilona  Brege  Dzlvais  Udens ) 

Other:  Pandolphe,  Cendrillon ; Osmin,  Zaide ; Friar  Laurence,  Romeo  et  Juliette ; 

Sciarrone,  Tosca 

INGA  JONSDOTTIR,  mezzo-soprano  (Mrs.  Sedley) 

J.P.  and  Mary  Barger  Fellowship,  TMC  1996 
Born:  Reykjavik,  Iceland 
Current  Residence:  Paris,  France 

Training /Teachers:  Manhattan  School  of  Music  (M.M.)/Cnythia  Hoffmann; 
Konservatorium  der  Stadt  Wien  (B.M.) 

Awards/Honors:  Icelandic  Actors  Association  opera  singers  award;  finalist, 
Meistersinger  Competition,  AIMS  (American  Institute  of  Musical  Studies),  Graz, 
Austria;  winner,  92nd  Street  Y Competition,  NYC 

Recent  Engagements:  Opera  de  Lyon  (Dorabella,  Cos;  fan  tutte;  title  role  [cover], 

Carmen;  Mercedes,  Carmen;  Mother  Goose,  The  Rake's  Progress;  Orlovsky,  Die  Fledermaus;  Second  Lady, 
Magic  Flute,  Kent  Nagano,  cond.);  Mozart  C minor  Mass,  Sir  Neville  Marriner,  cond.;  Bastille,  Paris 
(Witch,  Hansel  und  Gretel );  Icelandic  Opera,  Reykjavik  (Olga,  Eugene  Onegin,  John  Copley,  dir.; 
Preziosilla,  La  forza  del  destino ) 

Forthcoming:  Orchestre  Regionale  de  Basse  Normandie  (Mahler,  Wayfarer  Songs);  Opera  de  Lyon 
(Maxwell  Davies,  Miss  Donnithorne's  Maggot);  Iceland  (recital  series,  solo  CD) 
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DAVID  OSSENFORT,  tenor  (Rev.  Horace  Adams) 
Mr.  and  Mrs.  Victor  P.  Levy  Fellowship,  TMC  1996 


Born:  Mineola,  NY 

Current  Residence:  Mt.  Kisco,  NY 

Training /Teachers:  Private  instruction/Leyna  Gabrieli;  State  University  of 
New  York-Purchase  (B.A.  in  fine  arts) 

Awards/Honors:  Full  scholarship,  SUNY-Purchase 
Recent  Engagements:  Tri-State  Opera  (Beppe,  I pagliacci) 

Forthcoming:  Jewel  Box  Opera,  New  York  City  (Ferrando,  Cost  fan  tutte) 


RAYMOND  GRANLUND,  baritone  (Ned  Keene) 
Richard  F.  Gold  Memorial  Scholarship,  TMC  1996 


Born:  Houston,  TX 

Current  Residence:  Houston,  TX 

Training /Teachers:  Rice  University  (B.Mus.)/William  Murray 

Recent  Engagements:  Rice  University  Opera  (world  premiere,  Richard  Lavenda 

Barricade );  Bread  and  Circuses  (Maxwell  Davies  Eight  Songs  for  a Mad  King) 


TARAS  KULISH,  bass-baritone  (Hobson) 
Ethel  Barber  Eno  Scholarship,  TMC  1996 


Born:  Montreal,  Quebec,  Canada 
{ ^ t Current  Residence:  Toronto,  Ontario,  Canada 

Training /Teachers:  Concordia  University,  Montreal  (Bachelor  of  Economics); 
r McGill  University,  Montreal  (B.Mus.);  University  of  Toronto  (Opera  Diploma); 
JS  " Private  instruction/Carmen  Mehta;  Ravinia  Festival  (Steans  Institute  Fellow); 
Montreal  Opera  Young  Artists  Program 

Awards/Honors:  McGill  University  full  scholarship;  Ukrainian  Canadian  Arts 
Council  grant 

Recent  Engagements:  Toronto  (Bartolo,  Le  nozze  di  Figaro) 

Forthcoming:  Vancouver  Opera  Young  Artists  Program 


Tanglewood  1996,  Act  111 
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Seiji  Ozawa  is  now  in  his  twenty-third  season  as  music  director  of  the 
Boston  Symphony  Orchestra.  Mr.  Ozawa  became  the  BSO's  thirteenth 
music  director  in  1973,  after  a year  as  music  adviser;  his  tenure  with  the 
Boston  Symphony  is  the  longest  of  any  music  director  currently  active 
with  an  American  orchestra.  In  his  more  than  two  decades  as  music  direc- 
tor, Mr.  Ozawa  has  maintained  the  orchestra's  distinguished  reputation 
both  at  home  and  abroad,  with  concerts  at  Symphony  Hall  and  Tangle- 
wood,  on  tours  to  Europe,  Japan,  Hong  Kong,  China,  and  South  America, 
and  across  the  United  States,  including  regular  concerts  in  New  York. 

Mr.  Ozawa  has  upheld  the  BSO's  commitment  to  new  music  through  the 
commissioning  of  new  works,  including  a series  of  centennial  commis- 
sions marking  the  orchestra's  hundredth  birthday  in  1981,  and  a series 
of  works  celebrating  the  fiftieth  anniversary  in  1990  of  the  Tanglewood 
Music  Center,  the  orchestra's  summer  training  program  for  young  musicians.  In  addition,  he  has 
recorded  more  than  130  works  with  the  orchestra,  representing  more  than  fifty  different  composers, 
on  ten  labels. 

In  addition  to  his  work  with  the  Boston  Symphony,  Mr.  Ozawa  appears  regularly  with  the  Berlin 
Philharmonic,  the  New  Japan  Philharmonic,  the  London  Symphony,  the  Orchestre  National  de  France, 
the  Philharmonia  of  London,  and  the  Vienna  Philharmonic.  lie  made  his  Metropolitan  Opera  debut 
in  December  1992,  appears  regularly  at  La  Scala  and  the  Vienna  Staatsoper,  and  has  also  conducted 
opera  at  the  Paris  Opera,  Salzburg,  and  Covent  Garden.  In  September  1992  he  founded  the  Saito 
Kinen  Festival  in  Matsumoto,  Japan,  in  memory  of  his  teacher  Hideo  Saito,  a central  figure  in  the 
cultivation  of  Western  music  and  musical  technique  in  Japan,  and  a co-founder  of  the  Toho  School  of 
Music  in  Tokyo. 

Born  in  1935  in  Shenyang,  China,  Seiji  Ozawa  studied  music  from  an  early  age  and  later  graduat- 
ed with  first  prizes  in  composition  and  conducting  from  Tokyo's  Toho  School  of  Music.  In  1959  he 
won  first  prize  at  the  International  Competition  of  Orchestra  Conductors  held  in  Besan<;on,  France. 
Charles  Munch,  then  music  director  of  the  Boston  Symphony  Orchestra,  subsequently  invited  him  to 
attend  the  Tanglewood  Music  Center,  where  he  won  the  Koussevitzky  Prize  for  outstanding  student 
conductor  in  1960.  While  a student  of  Herbert  von  Karajan  in  West  Berlin,  Mr.  Ozawa  came  to  the 
attention  of  Leonard  Bernstein,  who  appointed  him  assistant  conductor  of  the  New  York  Philhar- 
monic for  the  1961-62  season.  He  made  his  first  professional  concert  appearance  in  North  America 
in  January  1962,  with  the  San  Francisco  Symphony.  He  was  music  director  of  the  Chicago  Symphony 
Orchestra's  Ravinia  Festival  for  five  summers  beginning  in  1964,  music  director  of  the  Toronto  Sym- 
phony from  1965  to  1969,  and  music  director  of  the  San  Francisco  Symphony  from  1970  to  1976,  fol- 
lowed by  a year  as  that  orchestra's  music  adviser.  He  conducted  the  Boston  Symphony  Orchestra  for 
the  first  time  in  1964,  at  Tanglewood,  and  made  his  first  Symphony  Hall  appearance  with  the  orches- 
tra in  January  1968.  In  1970  he  became  an  artistic  director  of  Tanglewood. 

Mr.  Ozawa  recently  became  the  first  recipient  of  Japan’s  Inouye  Sho  ("Inouye  Award").  Created 
to  recognize  lifetime  achievement  in  the  arts,  the  award  is  named  after  this  century's  preeminent 
Japanese  novelist,  Yasushi  Inouye.  In  September  1994  Mr.  Ozawa  received  his  second  Emmy  award, 
for  Individual  Achievement  in  Cultural  Prgramming,  for  "Dvorak  in  Prague:  A Celebration,"  with 
the  Boston  Symphony  Orchestra.  He  won  his  first  Emmy  for  the  Boston  Symphony  Orchestra's  PBS 
television  series  "Evening  at  Symphony."  Mr.  Ozawa  holds  honorary  doctor  of  music  degrees  from 
the  University  of  Massachusetts,  the  New  England  Conservatory  of  Music,  and  Wheaton  College  in 
Norton,  Massachusetts. 

David  Kneuss's  first  staged  opera  production  for  Seiji  Ozawa  and  the  Boston  Symphony  Orchestra 
was  Tosca,  at  Tanglewood  in  1980.  Since  then  he  has  collaborated  with  Mr.  Ozawa  and  the  BSO  on 
productions  of  Boris  Godunov,  Fidelia,  Orfeo  ed  Euridice,  Beatrice  et  Benedict,  Bach's  St.  Matthew  Passion, 
Pique  Dame,  Salome,  Idomeneo,  Falstaff,  and  The  Rake's  Progress.  Pique  Dame,  staged  initially  at  Tangle- 
wood in  1990  and  then  at  Symphony  Hall  and  Carnegie  Hall  in  October  1991,  was  named  as  one  of 
1991's  best  musical  events  by  the  New  York  Times.  Now  in  his  eighteenth  season  with  the  Metropolitan 
Opera,  Mr.  Kneuss  is  the  executive  stage  director  with  that  company,  for  which  he  continues  to  direct 
revivals  of  many  Met  productions,  including  the  staging  of  Eugene  Onegin  with  which  Seiji  Ozawa 
made  his  Metropolitan  Opera  debut  in  1992.  Mr.  Kneuss  has  also  directed  productions  for  the  opera 
companies  of  San  Francisco,  Bonn,  Atlanta,  and  Columbus,  and  for  the  Maggio  Musicale  Fiorentino, 
as  well  as  productions  of  Falstaff,  Tosca,  and  II  barbiere  di  Siviglia  under  Mr.  Ozawa's  direction  in 
Tokyo,  Osaka,  and  Nagoya.  His  television  credits  include  an  afternoon  of  spirituals  at  Carnegie  Hall 
with  Kathleen  Battle  and  Jessye  Norman,  a Carnegie  Hall  Christmas  concert  featuring  Kathleen  Battle 
and  Frederica  von  Stade,  the  Emmy-winning  "Dvorak  in  Prague:  A Celebration,"  with  Seiji  Ozawa 
and  the  Boston  Symphony  Orchestra,  and  the  gala  concert  last  September  celebrating  Mr.  Ozawa's 
sixtieth  birthday,  televised  by  NHK  in  Japan.  For  his  next  collaboration  with  Mr.  Ozawa,  he  will 
direct  Poulenc's  Les  Mamelles  de  Tiresias  at  this  summer's  Saito  Kinen  Festival  in  Japan. 
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John  Michael  Deegan  and  Sarah  G.  Conly  began  their  design  partnership  in  1982  with  a production 
of  Boris  Godunov  for  Seiji  Ozawa  and  the  Boston  Symphony  Orchestra  at  Tanglewood.  Since  then  the 
two  have  collaborated  on  countless  other  productions,  more  than  a dozen  of  them  with  Mr.  Ozawa, 
including  the  BSO's  critically  acclaimed  Pique  Dame  at  Carnegie  Hall.  Other  Carnegie  Hall  produc- 
tions have  included  "Kathleen  Battle  and  Jessye  Norman  Sing  Spirituals  in  Concert"  and  "A  Carnegie 
Hall  Christmas,"  both  of  which  aired  on  PBS's  "Great  Performances"  series.  Also  seen  on  "Great  Per- 
formances" was  their  work  for  "Bernstein  at  70!,"  which  won  an  Emmy  Award  in  1989.  Mr.  Deegan 
lit  the  Broadway  productions  of  The  Circle  and  Shadowlands.  In  addition,  Deegan/Conly  designs  have 
appeared  on  the  stages  of  companies  including  New  York  City  Opera,  the  Opera  Company  of  Boston, 
Atlanta  Opera,  the  Maggio  Musicale  Fiorentino,  and  Iceland  National  Opera.  Recent  projects  have 
included  an  international  tour  of  Jean  Cocteau's  film  La  Belle  et  la  Bete  with  a new  score  and  libretto 
by  Philip  Glass,  "Marsalis  on  Music,"  a video  series  for  young  people  airing  on  "Great  Performances" 
this  fall,  and  Different  Fields,  an  opera  for  children  produced  by  the  Metropolitan  Opera  Guild.  Later 
this  summer  they  rejoin  Mr.  Ozawa  for  Poulenc's  Les  Mamelles  de  Tiresias  at  the  Saito  Kinen  Festival 
in  Matsumoto,  Japan. 

Opera  and  theater  director  James  Ross,  who  is  production  manager  for  Peter  Grimes,  comes  from 
Glasgow  and  studied  drama  in  Edinburgh.  Following  a career  that  began  with  performing  and  went 
on  to  include  stage  management  in  both  theater  and  television,  Mr.  Ross  was  invited  to  be  production 
manager  for  the  Boston  Pops.  Since  1988  he  has  been  directing  theater  and  opera  internationally.  His 
work  with  Seiji  Ozawa  and  the  Boston  Symphony  Orchestra  has  included  productions  of  Salome, 
Idomeneo,  and  Pique  Dame.  His  work  in  the  theater  has  included  Sharman  MacDonald's  Shades  with 
Simon  Callow  and  Pauline  Collins  at  London's  Albery  Theatre,  and  Noel  Coward's  Private  Lives  for 
the  Scorpio  Theatre  Company  also  in  London.  Mr.  Ross  was  associate  director  to  Simon  Callow  on 
the  award-winning  Old  Vic  production  of  Carmen  Jones,  which  toured  the  United  Kingdom  and  Japan 
in  1994-95  after  several  seasons  at  the  Old  Vic.  Most  recently  he  has  directed  a revival  of  Stephen 
Sondheim's  Marry  Me  A Little  for  his  own  company.  Music  Theatre  Lab  in  Glasgow,  Donizetti's  Don 
Pasquale  for  Opera  On  A Shoestring,  and  Britten's  Peter  Grimes  at  the  Edinburgh  Festival  Theatre. 
Forthcoming  is  a production  in  Lyon  of  Donizetti's  L'elisir  d'amore  featuring  Roberto  Alagna  and 
Angela  Gheorghiu. 
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Members  of  the  Tanglewood  Music  Center  Orchestra 


Violins  I 

Christopher  Neal 
liana  Blumberg 
John  Kim 
Yuko  Tomonaga 
Cristina  Buciu 
Julide  Yalcin 
Carolyn  Huebl 
Beth  Kipper 
Stefanie  Riego 
Anuschka  Franken 

Violins  II 

Marcus  Barcham-Stevens 
Elise  Kuder 
Sarah  Zaharako 
Glen  Cherry 
Andrew  Grams 
Hilary  Foster 
Lisa  Hansen 
Ralph  Allen 

Violas 

Jessie-Leah  Greenbaum 
Abigail  Kubert 
Kate  Holzemer 
Hui-Fang  Hsu 
Karin  Brown 
Paul  Reynolds 


Cellos 

Paige  Riggs 
Walter  Hainan 
Roy  Harran 
Doris  Hochscheid 
Rupert  Thompson 
Nicholas  Tzavaras 
Rebecca  Carrington 
Aron  Zelkowicz 

Basses 

Charles  DeRamus 
John  Grillo 
Mary  Wheelock 
Donald  Howey 

Flutes 

Elizabeth  Rowe 
Hilary  Lynch 

Oboes 

Rebecca  Schweigert 
Sandy  Stimson 

Clarinets 

Michael  Bepko 
Benjamin  Fingland 

Bassoons 

Kenneth  Moses 
Vance  Lee 
Douglas  Quint 


Homs 
Neil  Kimel 
Jennifer  Mon  tone 
Michael  Mayhew 
Haley  Hoops 

Trumpets 

Kevin  Finamore 
Mark  Flegg 
Ben  Wright 

Trombones 

Marcos  Max  Vails  Martin 
James  Nova 
Scott  Thornton 

Tuba 

Randall  Montgomery 

Percussion 

Edward  Atkatz 
Joseph  Pereira 
Eric  Millstein 
Matthew  Strauss 
Michael  Sharkey 

Harp 

Valerie  Muzzolini 
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Organized  in  the  spring  of  1970,  when  founding  conductor  John  Oliver  became  director  of  vocal  and 
choral  activities  at  the  Tanglewood  Music  Center,  the  Tanglewood  Festival  Chorus  marked  its  twenty- 
fifth  anniversary  in  April  1995.  In  December  1994,  in  its  first  performances  overseas,  the  chorus  joined 
Seiji  Ozawa  and  the  Boston  Symphony  Orchestra  for  tour  performances  in  Hong  Kong  and  Japan  of 
music  by  Berlioz,  including  the  Asian  premiere  of  Berlioz's  Messe  soletmelle.  Co-sponsored  by  the 
Tanglewood  Music  Center  and  Boston  University,  and  originally  formed  for  performances  at  the  BSO's 
summer  home,  the  chorus  was  soon  playing  a major  role  in  the  orchestra's  Symphony  Hall  season  as 
well.  Now  the  official  chorus  of  the  Boston  Symphony  Orchestra,  the  Tanglewood  Festival  Chorus  is 
made  up  of  members  who  donate  their  services,  performing  in  Boston,  New  York,  and  at  Tanglewood, 
working  with  Music  Director  Seiji  Ozawa,  the  Boston  Pops,  Principal  Guest  Conductor  Bernard 
Haitink,  and  such  prominent  guests  as  Marek  Janowski,  Roger  Norrington,  and  Simon  Rattle.  The 
chorus  has  also  collaborated  with  Mr.  Ozawa  and  the  orchestra  on  numerous  recordings,  including 
Berlioz's  Requiem  and  Damnation  of  Faust,  Tchaikovsky’s  Pique  Dame,  Richard  Strauss's  Elektra,  Mahler's 
Second,  Third,  and  Eighth  symphonies,  Mendelssohn's  Midsummer  Night's  Dream  music,  Debussy's  La 
Damoiselle  due,  Poulenc's  Gloria  and  Stabat  mater,  and  Schoenberg’s  Gurrelieder.  With  Bernard  Haitink 
and  the  orchestra  they  have  recorded  Ravel's  Daphnis  and  Chloe  and  Brahms's  Alto  Rhapsody.  They  may 
also  be  heard  on  two  Christmas  albums  with  John  Williams  and  the  Boston  Pops  Orchestra. 

In  addition  to  his  work  with  the  Tanglewood  Festival  Chorus,  John  Oliver  is  conductor  of  the  MIT 
Chamber  Chorus  and  MIT  Concert  Choir,  and  was  for  many  years  a senior  lecturer  in  music  at  MIT. 
Mr.  Oliver  founded  the  John  Oliver  Chorale  in  1977.  Recent  appearances  as  a guest  conductor  have 
included  performances  with  the  New  Japan  Philharmonic  and  the  Berkshire  Choral  Institute. 

Mr.  Oliver  made  his  Boston  Symphony  Orchestra  conducting  debut  at  Tanglewood  in  1985. 


Tanglewood  Festival  Chorus 
John  Oliver,  Conductor 


Sopranos 

Joan  Bissell 
Sarah  Brannen 
Karol  Carroll 
Sarah  Daniello 
Erin  McCoy 
Margaret  O'Connell 
Darlene  Patterson 
Miranda  Roberts 
Suzanne  Schwing 
Joan  Sherman 
Annelise  Skovmand 
Sarah  Telford 

Mezzo-sopranos 
Jennifer  Anderson 
Sue  Conte 
Abbe  Dalton 


Diane  Droste 
Paula  Folkman 
Debra  Swartz  Foote 
Jennie  Gorton 
Dana  Patek 
Marian  Rambelle 
Julie  Steinhilber 
Dianne  Terp 
Amy  Toner 

Tenors 
Paul  Allen 
Richard  Bissell 
Jeff  Brown 
Andrew  O.  Crain 
Richard  Damaso 
David  Henderson 
James  Kauffman 


Henry  Lussier 
Krishan  Oberoi 
John  Papirio 
Ernest  Redekop 
Benjamin  Youngman 

Basses 

Neal  Addicott 
Steven  Bloom 
John  Cavallaro 
James  Courtemanche 
Michael  Healy 
Michael  Heneise 
Steven  Ledbetter 
David  Secour 
Thomas  Wang 
Terry  Ward 
Warren  Ziegler 


Felicia  A.  Burrey,  Chorus  Manager 
Frank  Corliss,  Rehearsal  Pianist 
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The  Instrumentation 

The  orchestra:  2 flutes  (doubling  piccolos),  two  oboes  (second  doubling  English  horn), 
two  clarinets  in  B-flat  and  A (second  doubling  E-flat  clarinet),  two  bassoons,  con- 
trabassoon,  four  horns  in  F,  three  trumpets  (first  and  second  in  C,  third  in  D),  three 
trombones,  tuba,  timpani,  percussion  (xylophone,  rattle,  whip,  tambourine,  side 
drum,  tenor  drum,  bass  drum,  triangle,  cymbals,  suspended  cymbal,  gong), 
celesta,  harp,  strings 

Offstage:  organ,  bells,  tuba  (foghorn) 

Dance  band  (taken  from  the  orchestra):  two  clarinets  in  B-flat,  solo  violin,  solo 
double  bass,  percussion  (side  drum,  bass  drum,  cymbal) 
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Benjamin  Britten  and  Peter  Pears 
at  Glyndebourne,  1946 


Britten  at  Tanglewood,  1946 
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PETER  GRIMES 

The  Genesis  of  Peter  Grimes : Fiery  Visions 

by  Philip  Reed 

In  April  1939  Benjamin  Britten,  accompanied  by  the  young  English  tenor,  Peter  Pears,  sailed 
for  the  New  World.  In  his  own  words,  Britten  was  “fed  up,  muddled. . . longing  to  be  useful." 
They  first  landed  in  Canada  but  after  a few  weeks  settled  in  the  United  States,  principally  in 
New  York,  where  they  were  to  remain  for  two  and  a half  years.  The  trip  proved  to  be  a rites  of 
passage  experience  for  both  men:  their  relationship,  both  private  and  professional,  was  cement- 
ed during  this  time;  Pears's  voice  and  intelligent  musicianship  enlarged  and  developed  in  ways 
hitherto  unsuspected  by  his  friends  and  former  colleagues  at  home;  and  Britten  not  only  began 
to  compose  the  first  of  what  turned  out  to  be  a whole  chain  of  masterly  vocal  works  for  Pears — 
for  example,  the  Seven  Sonnets  of  Michelangelo  (1940),  itself  a public  expression  of  their  private 
love  for  one  another — but  moreover  wrote  a number  of  significant  instrumental  works  in  which 
he  too  expanded  his  own  horizons,  chief  among  which  must  be  counted  the  Violin  Concerto 
(1939),  the  Sinfonia  da  Requiem  (1940),  and  the  First  String  Quartet  (1941). 

But  there  were  also  the  inevitable  failures:  the  high-school  operetta  Paul  Bunyan  (1941),  to  a 
libretto  by  Britten's  old  friend  and  collaborator,  W.H.  Auden,  for  all  its  considerable  merits — not 
least  among  which  must  be  counted  its  extraordinary  synthesis  of  American  popular  music  into 
much  of  the  score — was  an  unhappy  experience  that  might  have  seriously  discouraged  a lesser 
composer  from  returning  to  the  stage.  It  is,  however,  clear  that  in  spite  of  the  continuation  of  his 
working  relationship  with  Auden,  Britten  began  to  realize  after  Bunyan  that  “Uncle  Wizz"  was 
emphatically  not  the  librettist  for  him.  Auden's  words,  brilliant  in  themselves  and  brilliantly 
and  often  wittily  set  by  Britten,  were  very  much  Auden's  property.  Auden's  inflexibility  in 
respect  of  his  text — "prima  le  parole" — made  Britten  cautious. 

Another  feature  of  these  American  years  was  the  occurrence  and  recurrence  of  composing 
“blocks"  and  fits  of  desperate  creative  depression.  These  were  perhaps  partly  the  unfortunate 
by-products  of  the  changes  taking  place  in  his  personal  life;  but  they  were  also  surely  directly 
attendant  on  the  reappraisal  of  his  compositional  ambitions  that  Britten  undertook  during  these 
critical  years  of  his  development.  His  temporary  abandonment  of  England  in  the  spring  of  1939 
was  essential  to  his  self-understanding  as  a composer;  his  own  rite  of  passage  completed  in 
1941-42,  he  could  remark  to  his  brother-in-law  in  a letter  sent  only  a few  weeks  before  the  jour- 
ney home,  "I  have  reached  a definite  turning  point  in  my  work."  That  creative  "turning  point" 
was  inseparable  from  a personal  decision  taken  in  the  summer  of  1941 — i.e.  to  return  home  to 
England — that  together  discharged  itself  in  the  composition  of  Peter  Grimes. 

Whilst  staying  with  friends  near  Los  Angeles  during  the  summer  of  1941,  Britten  and  Pears 
came  across  an  article  by  E.M.  Forster  on  the  Suffolk  poet  George  Crabbe  (1754-1832)  in  a back 
issue  of  The  Listener.  Britten  (himself  born  in  Suffolk)  later  was  to  comment:  "I  suddenly  real- 
ized where  I belonged  and  what  I lacked,"  and  even  more  revealingly,  "that  I must  write  an 
opera."  Pears  discovered  a copy  of  Crabbe's  poems,  including  "The  Borough,"  in  which  is  relat- 
ed the  tragedy  of  the  fisherman  Peter  Grimes,  in  a "Rare  Book  Shop."  His  and  Britten's  enthusi- 
asm after  making  this  discovery  is  obvious  in  a letter  sent  to  their  New  York  friend  Elizabeth 
Mayer  on  July  29:  "We've  just  discovered  the  poetry  of  George  Crabbe  (all  about  Suffolk)  & are 
very  excited — maybe  an  opera  one  day. . . !!" 

The  remainder  of  1941  and  the  early  part  of  1942  were  spent  working  on  a draft  synopsis 
and  libretto  for  an  opera  based  on  Peter  Grimes.  It  is  clear  from  the  fragmentary  documents  sur- 
viving from  this  period  that  at  first  Pears  attempted  to  act  as  Britten's  librettist,  but  before  they 
sailed  back  to  England  in  March  1942  Britten  tried  to  secure  the  services  of  Christopher  Isher- 
wood,  a friend  from  London  in  the  1930s,  as  his  librettist.  It  had  soon  become  evident  that  they 
needed  the  expertise  of  a professional  writer  to  provide  a usable  libretto.  Isherwood  however 
declined,  arguing  that  he  hadn't  enough  time  and  that  their  different  geographical  locations 
would  make  collaboration  impossible.  (In  a 1981  interview,  however,  he  confessed  that  he  did 
not  believe  that  the  idea  could  work  dramatically.)  Britten  wrote  to  Isherwood  on  March  10,  six 
days  before  sailing  back  to  England: 

I can't  pretend  that  I wasn't  disappointed  that  you  can't  do  Grimes  with  me.  But  I understand 
of  course.  I know  that  as  it  stands,  P.G.  is  no  more  than  a rather  bloodthirsty  melodrama;  but  it 
has  elements  of  what  I want  in  an  opera,  and  we  are  slowly  but  surely  getting  nearer  to  a seri- 
ous plot. 

One  further  factor  played  an  important  role  in  the  story  of  Peter  Grimes  prior  to  Britten's 
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departure  from  the  United  States.  Early  in  1942,  Serge  Koussevitzky,  the  Russian  emigre  con- 
ductor of  the  Boston  Symphony  Orchestra,  gave  a sequence  of  hugely  successful  performances 
of  Britten's  three-movement  Sinfonia  da  Requiem.  Koussevitzky,  a renowned  champion  of  con- 
temporary music,  to  whom  Britten  had  been  introduced  by  Aaron  Copland  in  1939,  asked 
Britten  what  he  was  going  to  write  next.  The  composer  told  him  about  his  plans  for  an  opera 
based  on  Crabbe  but  lamented  the  realistic  possibility  of  actually  writing  the  work  as  it  would 
mean  finding  an  enormous  amount  of  time  free  from  other  commitments.  As  a young,  relatively 
impoverished  composer,  he  needed  a commission  to  make  the  opera  become  a reality.  Kousse- 
vitzky immediately  agreed  to  offer  Britten  a commissioning  fee  of  $1,000;  in  return  Britten  was 
required  to  dedicate  the  work  to  the  memory  of  Koussevitzky's  recently  deceased  wife.  A Tangle- 
wood  premiere  had  been  Koussevitzky's  intention;  but  given  the  war,  and  after  Britten  returned 
to  England  and  developed  an  association  with  the  Sadler's  Wells  Opera  Company,  it  was  inevi- 
table that  the  first  performance  would  take  place  in  the  UK  under  the  composer's  supervision. 
With  typical  generosity,  Koussevitzky  readily  agreed  to  a Sadler's  Wells  premiere  for  Grimes. 

The  first  United  States  performance  of  the  opera,  however,  was  given  at  Tanglewood  in  August 
1946,  a student  performance  under  the  baton  of  Koussevitzky's  protege,  Leonard  Bernstein,  and 
directed  by  Eric  Crozier  (who  had  been  the  producer  of  the  original  Sadler's  Wells  production). 
The  composer  made  his  first  trans-Atlantic  trip  since  leaving  the  United  States  four  years  earlier 
to  attend  the  Tanglewood  performances. 

It  was  probably  Koussevitzky  who  suggested  that  Britten  should  attend  a performance  of 
George  Gershwin's  Porgy  and  Bess  in  New  York  in  1942.  When  Britten  heard  Porgy  and  Bess  in 
the  theatre — for  the  first  and  only  occasion — ideas  for  Grimes  were  already  taking  shape  in  his 
mind.  It  is  therefore  perhaps  not  altogether  surprising  that  Gershwin's  remarkable  opera  would 
prove  to  be  a potent  influence  on  Grimes,  especially  in  view  of  some  of  the  close  dramatic  paral- 
lels and  correspondences  which,  however  consciously  or  unconsciously,  played  a role  in  the 
making  of  Grimes . Some  of  the  general  parallels  are  obvious:  in  Porgy,  as  in  Grimes,  the  fisher- 
men go  about  their  daily  business;  the  community  (i.e.  the  chorus)  is  as  central  to  Gershwin's 
dramatic  concept  as  it  is  to  Britten's;  and  the  protagonist  of  each  opera  is  crippled — Porgy  phys- 
ically, Grimes  psychologically.  The  advent  of  the  storm  in  Porgy  leads  to  its  use  as  a musico-dra- 
matic  device  which  provides  a clear  precedent  for  a similar  procedure  in  Peter  Grimes.  In  Act  II 


During  production  of  " Peter  Grimes," 
London,  1945:  Britten  at  the  piano,  with 
(from  left)  designer  Kenneth  Green, 
producer  Eric  Crozier,  and 
conductor  Reginald  Goodall 
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Scene  4 of  Porg y , the  storm,  already  established  in  the  preceding  scene,  blows  Crown  into 
Serena's  room.  The  bursting  open  of  the  door  accompanied  by  the  music  of  the  storm  antici- 
pates in  a quite  remarkable  fashion  the  similar  sequence  of  events  in  the  pub  scene  in  Grimes 
(Act  I Scene  2),  at  the  center  of  which  is  Grimes's  visionary  E major  aria  "Now  the  Great  Bear 
and  Pleiades."  (The  tonality  and  calm  mood  of  this  aria  echo  not  Gershwin  but  Verdi,  another 
important  source  for  Grimes:  compare  the  closing  moments  of  Act  I of  Otello,  where  Otello  sings 
on  a repeated  E the  words  "Gia  la  pleiade  ardente  in  mar  discende,"  and  Grimes's  repeated  Es  to  a 
similar  text!) 

Britten  and  Pears  continued  working  on  the  draft  libretto  during  their  Atlantic  crossing,  but 
soon  after  their  arrival  in  Liverpool  on  April  17,  1942,  Britten  began  to  cast  around  for  a suitable 
librettist.  Not  unexpectedly  he  turned  to  another  friend  and  collaborator  from  the  1930s,  the 
left-wing  poet,  playwright,  and  novelist  Montagu  Slater,  for  whose  plays  Easter  1916  and  Stay 
Down  Miner  Britten  had  composed  incidental  music  in  1935  and  1936  respectively.  Britten 
reported  the  success  of  his  find  to  Elizabeth  Mayer  on  May  4: 

M.  has  taken  to  Grimes  like  a duck  to  water  & the  opera  is  leaping  ahead.  It  is  very  exciting — I 
must  write  & tell  Koussey  about  it.  He  has  splendid  ideas.  It  is  getting  more  and  more  an  opera 
about  the  community,  whose  life  is  "illuminated"  for  this  moment  by  the  tragedy  of  the  mur- 
ders [i.e.  the  deaths  of  Grimes's  boy  apprentices].  Ellen  [Orford]  is  growing  in  importance,  & 
there  are  fine  minor  characters,  such  as  the  Parson,  pub-keeper,  "quack"-apothecary,  & doctor 

and  on  the  17th,  with  Britten  settled  once  again  into  his  Suffolk  home,  the  Old  Mill  at  Snape: 

Next  week  Montagu  & Enid  Slater  are  coming  down  with  me,  & we  shall  get  atmosphere  for  & 
discuss  "Peter  Grimes" — which  is  going  so  excitingly  now. 

A month  later  he  was  to  write  to  Mrs.  Mayer  once  again,  when  he  took  the  opportunity  to 
report  on  Grimes's  progress: 

1 am  absolutely  down  in  the  country  staying  for  a few  days  with  Montagu  & Enid  Slater,  and 
working  with  M.  hard  on  the  libretto  of  Peter  Grimes.  It  is  going  so  well  & I'm  very  keen  on  his 
whole  attitude  to  the  subject — Very  simple,  full  of  respect  for  Crabbe,  and  with  real  stage  experi- 
ence. My  ideas  are  crystallizing  nicely,  and  I think  that,  given  the  opportunity,  we  can  make  a 
really  nice  thing  of  it. 

By  the  end  of  the  summer  he  was  able  to  tell  Mrs.  Mayer  of  the  successful  completion  of  the 
first  complete  draft  of  the  libretto,  which  he  described  as  "excellent." 

One  should  note  that  all  of  Britten's  references  to  Grimes  in  his  correspondence  in  1942  refer 
to  the  development  of  the  libretto,  not  to  the  music.  Britten  would  certainly  have  had  some 
musical  ideas  by  this  stage  even  if  they  were  not  actually  committed  to  paper.  Interestingly 
enough,  on  two  early  typed  libretto  drafts,  one  of  which  certainly  dates  from  1942,  Britten  made 
important  marginal  notes  in  which  he  succinctly  describes  the  kinds  of  music  he  intended  to 
write,  dividing  the  entire  opera  into  a sequence  of  smaller,  more  manageable  units,  rather  in  the 
manner  of  an  eighteenth-  or  nineteenth-century  "number"  opera,  i.e.  "recitative,"  "aria," 
"ensemble,"  etc.  Such  annotations  are  self-evidently  aides  memoires  to  the  composer  inscribed  on 
the  libretto  as  the  general  shape  of  the  work  came  to  him  during  close  scrutiny  of  Slater's  text. 

The  annotations  concerning  the  six  orchestral  interludes  are  of  a different  nature:  they  sug- 
gest that  the  interludes  were  intended  from  the  outset  to  have  a programmatic  function  within 
the  overall  structure.  For  example,  against  Interlude  I Britten  writes  "Every-day,  grey  seascape"; 
Interlude  III  is  described  as  "Sunny,  Sparkling  music";  while  Interlude  IV  reads  "'Boy's  suffer- 
ing' fugato"  (" fngato " was  subsequently  modified  to  "passacaglia").  How  fascinating  it  is  to  see 
that  one  of  Grimes’s  most  distinctive  and  memorable  features,  the  orchestral  interludes — where 
the  composer,  as  it  were,  steps  into  the  stage  action  and  comments — was  intact  in  the  structure 
from  the  beginning.  Britten  inevitably  felt  the  impact  of  two  further  operatic  works  here,  both 
of  which  exerted  a powerful  influence  on  Grimes:  Berg's  Wozzeck  and  Shostakovich's  Lady 
Macbeth  of  the  Mtsensk  District,  compositions  that  Britten  had  known  from  the  mid-1930s.  The 
integration  of  concepts  from  these  works  are  only  two  examples  from  a whole  milieu  of  music, 
both  Britten's  own  and  that  of  others,  that  fed  into  the  creative  melting-pot  from  which  Peter 
Grimes  issued  forth  in  1945. 

Development  of  the  libretto  continued  in  1943.  Britten  wrote  to  Pears  (by  now  earmarked  for 
the  title  role)  on  March  11: 

I am  going  to  do  lots  of  work  on  P.  Grimes  today,  to  see  what  really  is  wrong  with  it.  And  then  I 
shall  write  a long  letter  to  Montagu  & hope  he  can  fix  it  a bit.  I am  sure  it  isn't  fundamentally 
hopeless,  there  are  too  many  things  I like  about  it.  For  one  thing  it  goes  naturally  into  operatic 
form — it  doesn't  embarrass  me  to  think  of  those  people,  singing,  & singing  English.  And  anoth- 
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er,  I see  so  clearly  what  kind  of  music  I want  to  write  for  it,  & I am  interested  in  the  people  & 
the  situations,  & interested  in  a musical  way.  It  isn't  often  that  one  can  get  an  opera  scheme  that 
comes  so  near  what  one  wants. 

To  Erwin  Stein,  the  Austrian-born  former  pupil  of  Schoenberg,  working  as  an  editor  at  Britten's 
publishers,  Boosey  & Hawkes,  Britten  remarked  the  following  day: 

[. . . ] one  bit  of  good  work  I'm  doing  is  on  the  opera  libretto — I am  finding  lots  of  possibilities  of 
improvement,  especially  the  character  of  Grimes  himself  which  I find  doesn't  come  across  near- 
ly clearly  enough.  At  the  moment  he  is  just  a pathological  case — no  reasons  & not  many  symp- 
toms! He's  got  to  be  changed  a lot.  But  even  then,  I am  convinced  that  it  is  right  for  me  to  do 
this  opera.  I am  too  interested  in  it  for  me  to  drop  it  now.  Even  if  it  doesn't  come  out  very  well, 
it'll  be  experience. 

The  composer  shows  himself  perfectly  aware  of  the  complexities  and  problems  of  Grimes's 
character,  in  particular  the  difficult  psychology  of  the  anti-hero.  The  latter  has  been  a facet  of 
the  work  that  has  occupied  commentators  ever  since. 

At  precisely  the  same  time  that  Britten  was  revising  and  refining  Slater's  draft  libretto,  shap- 
ing it  to  his  musical  purpose,  we  find  him,  perhaps  somewhat  unexpectedly,  studying  the  score 
of  Richard  Strauss's  Der  Rosenkavalier , which  he  had  requested  from  his  (and  Strauss's)  publish- 
er, Ralph  Hawkes.  Britten  thanked  Hawkes  on  March  12: 

I can  scarcely  contain  myself  to  write  this  note — you  see  I've  never  seen  a score  of  Rosenkavalier, 
& I am  impatient  to  see  how  the  old  magician  makes  his  effects!  There's  a hell  of  a lot  I can  learn 
from  him!  I am  afraid  my  opera  won't  be  as  lush  or  glittering  as  this  one — after  all  there  is  a dif- 
ference between  Vienna  & Suffolk!! — but  I have  great  hopes  of  it,  once  we  get  the  libretto  right. 

Something  of  what  Britten  learned  from  the  “old  magician"  surely  surfaces  in  the  quartet  (trio) 
for  women's  voices,  “From  the  gutter,"  in  Act  II  of  Grimes,  where  the  writing  for  high  voices 
must  have  been  influenced  by  the  closing  moments  of  Strauss's  opera. 

The  same  letter  continues  with  a remarkable  penetration  of  future  developments  in  Britten's 
operatic  career  beyond  Grimes  and  which  we  recognize  with  the  benefit  of  hindsight  as  wholly 
typical  characteristics  of  Britten  as  an  artist: 


Program  from  the  1945  premiere  of  "Peter  Grimes" 
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By-the-way  I have  a feeling  that  I can  collaborate  with  Sadler's  Wells  opera  a bit  in  the  future — 
it  would  be  grand  to  have  a permanent  place  to  produce  one's  operas  (&  I mean  to  write  a few 
in  my  time!)  It  may  mean  cutting  down  a bit  (no  4 flutes  or  8 horns!) — but  that  doesn't  hurt  any- 
one— look  at  the  Magic  Flute  or  Figaro,  with  just  a tiny  orchestra.  It's  the  ideas  that  count.  This  is 
only  a scheme  at  the  back  of  my  mind,  but  I have  a hunch  that  it's  at  the  back  of  theirs  too,  as 
Joan  Cross  & Tony  Guthrie  want  to  see  about  something. 

In  this  one  paragraph  from  a letter  written  in  1943,  while  studying  Rosenkavalier  and  long 
before  a musical  note  of  Grimes  had  been  committed  to  paper,  we  find  Britten  delineating  the 
history  yet  to  come  of  the  English  Opera  Group  and  his  development  of  the  chamber  opera 
genre  in  The  Rape  of  Lucretia  (1946),  Albert  Herring  (1947),  The  Beggar's  Opera  (after  John  Gay, 
1948),  and  The  Turn  of  the  Screw  (1954)  and  beyond.  There  is,  moreover,  a pledged  commitment 
to  opera  in  whatever  form  which  surely  reflects  again  the  sense  of  having  reached  the  "turning 
point"  in  his  career  which  he  confessed  at  the  outset  of  1942.  Grimes  and  the  life  of  the  operatic 
stage  were  recognized  as  his  particular  metier;  in  not  one  but  a sequence  of  masterly  operatic 
compositions,  Britten  would  make  his  most  significant  artistic  statements. 

After  some  understandable  hesitation,  composition  of  Grimes  began  in  January  1944.  To 
Pears,  the  future  Peter  Grimes,  Britten  described  the  first  days  of  work,  in  a letter  of  January  10: 

Well,  at  last  1 have  broken  the  spell  and  got  down  to  work  on  P.G.  I have  been  at  it  for  two  days 
solidly  and  got  the  greater  part  of  the  Prologue  done.  It  is  very  difficult  to  keep  that  amount  of 
recitative  moving,  without  going  round  & round  in  circles,  I find — but  I think  I've  managed.  It 
is  also  difficult  to  keep  it  going  fast  yet  paint  moods  & characters  a bit.  1 can't  wait  to  show  it 
to  you.  Actually  in  this  scene  there  isn't  much  for  you  to  do  (I  haven't  got  to  the  love  duet  yet 
[i.e.  the  duet  with  which  the  Prologue  closes,  Grimes's  and  Ellen's  "the  truth. ..the  pity.. .and  the 
truth"]);  it  is  mostly  for  Swallow,  who  is  turning  out  quite  an  amusing,  pompous  old  thing! 

I don't  know  whether  1 shall  ever  be  a good  opera  composer,  but  it's  wonderful  fun  to  try  once 
in  a way! 

A month  later  he  could  tell  Pears  that  "After  a slow  start  P.G.  is  swimming  ahead  again," 
and  that  every  note  was  being  written  with  Pears's  "heavenly  voice"  in  mind.  It  was,  of  course, 
to  Pears  that  Britten  would  turn  when  trying  out  passages  from  the  opera  at  the  piano.  Pears 
wrote  to  Britten  after  one  such  occasion,  a letter  which  reminds  us  of  the  value  Britten  placed 
on  Pears's  constructive  criticism: 

Peter  Grimes  was  quite  madly  exciting.  Really  tremendously  thrilling.  The  only  thing  you  must 
remember  is  to  consider  that  the  average  singer  hasn't  much  gift  for  intensity  off  his  own  bat,  so 
make  sure  that  the  tempi  etc  make  a tense  delivery  inevitable.  Actually  I feel  very  much  that 
you  have  already  done  this,  only  you  know  what  most  singers  are;  the  bit  I was  thinking  of  was 
Swallow  in  the  Prologue.  Can  it  sound  pompous  at  that  pace?  Aggressive  yes — & perhaps  that's 
enough... 

All  was  not  plain  sailing  and  inevitably  tensions  and  frustrations  would  occasionally  prove 
too  much  for  the  composer.  For  example,  in  June  1944  he  wrote  to  Pears: 

My  bloody  opera  stinks,  & that's  all  there  is  to  it.  But  I dare  say  that  I shall  be  able  to  de- 
odourise  it  before  too  long — or  I'm  hoping  so. 

By  the  time  the  second  act  was  finished  in  Britten's  pencil  draft,  plans  were  being  laid  for  a pro- 
duction to  be  mounted  by  the  Sadler's  Wells  Opera  Company,  with  Pears  in  the  title  role  and 
Joan  Cross  playing  the  sympathetic  Ellen  Orford.  The  majority  of  the  draft  was  completed  by 
the  autumn  of  1944  (the  final  scene,  Grimes's  "mad"  soliloquy,  was  subjected  to  extensive  revi- 
sion early  in  1945).  On  August  28,  1944,  Britten  told  a friend  that  he  was  working  "very  fast," 
and  that  "it  looks  like  a race  between  the  war  & it... to  be  over  first,  but  I pray  the  former  will 
win!";  and  in  October  he  informed  Pears  that  the  scoring  was  "going  quite  fast — done  about 
two-thirds  [of  the]  prologue  in  a day  & a half."  The  full  score  was  finished,  as  he  told  Mary 
Behrend,  on  February  10, 1945:  "I  have  actually  just  this  moment  written  'End'  to  the  opera 
score." 

Plans  for  an  April  premiere  proved  unfeasible  and  the  first  performance  took  place  at  the 
Sadler's  Wells  Theatre,  the  company's  London  base  which  had  been  closed  since  the  outbreak 
of  war,  on  June  7,  1945,  a month  after  VE  Day.  The  extraordinary  events  of  that  triumphant  first 
night  have  gone  down  in  operatic  history  and  secured  Britten's  place  as  an  international  figure. 
It  was,  quite  simply,  an  occasion  that  altered  the  course  of  English  opera  forever.  It  also  marked 
the  culmination  of  Britten's  career  to  date,  for,  in  a sense,  everything  he  had  written  previously 
was  part  of  a long  compositional  journey  that  led  to  and  fed  into  Peter  Grimes , a work  acknowl- 
edged as  a masterpiece  from  its  first  hearing  and  a touchstone  of  Britten's  musical  vocabulary 
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up  to  1945. 

The  significance  of  that  triumphant  first  production  was  not  lost  on  the  composer.  He  was 
quite  aware  that  what  he  had  achieved  made  a special  resonance  with  far-reaching  implica- 
tions. A letter  he  wrote  to  Imogen  Holst  (June  26,  1945)  makes  his  understanding  of  the  situa- 
tion quite  clear: 

Thank  you  for  your  kind  letter  about  Peter  Grimes.  I am  so  glad  that  the  opera  came  up  to  your 
expectations,  & it  is  sweet  & generous  of  you  to  write  so  warmly  about  it.  I must  confess  that  I 
am  very  pleased  with  the  way  it  seems  to  "come  over  the  footlights,"  and  also  with  the  way  the 
audience  takes  it,  & what  is  perhaps  more,  returns  night  after  night  to  take  it  again!  I think  the 
occasion  is  actually  a greater  one  than  either  Sadler's  Wells  or  me,  I feel.  Perhaps  it  is  an  omen 
for  English  Opera  in  the  future.  Anyhow  I hope  that  many  composers  will  take  the  plunge,  & 

I hope  also  that  they'll  find  the  water  not  quite  so  icy  as  expected! 

It  was  indeed  an  "omen,"  for  Britten  himself  and  for  other  British  composers  as  well.  With 
Grimes  Britten  showed  unequivocally  that  an  English  opera  could  be  meaningful  and  achieve 
not  only  national  but  international  recognition.  It  was  surely  no  accident  that  two  other  English 
composers,  Michael  Tippett,  a close  friend  of  Britten's  and  Pears's  in  the  1940s,  began  to  plan 
his  own  first  opera, The  Midsummer  Marriage  (1946-52),  shortly  after  the  launch  of  Grimes,  and 
William  Walton  too  was  to  begin  work  on  Troilus  and  Cressida  (1954)  within  a few  years.  With 
Grimes  the  foundation-stone  of  postwar  British  operatic  life  had  been  lain. 
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PETER  GRIMES 

The  Music  of  Peter  Grimes : Essential  Impulses 

by  Michael  Steinberg 

The  composer  of  an  opera  is,  among  other  things,  a director  who  goes  a long  way 
toward  determining  pacing  and  characterization,  and  also  something  of  a scene  and  light- 
ing designer.  Obviously,  his  ideas  and  intentions  need  to  be  further  realized  by  the  singers, 
the  conductor,  the  actual  director,  and  the  designers  of  the  physical  scenery  and  lighting; 
equally  obviously,  these  ideas  and  intentions  can  also  be  undercut,  compromised,  contra- 
dicted, or  otherwise  subverted  by  these  people.  Nonetheless,  the  initial  and  essential 
impulses  are  in  the  score,  and  the  real  opera  composer  sees  his  task  as  going  beyond  pro- 
viding a sensible  and  sensitive  fit  of  music  and  words,  and  understands  how,  with  music 
alone,  it  is  possible  to  create  a mood,  to  suggest  a sense  of  location  and  time  of  day,  to 
make  us  see  a character  before  the  singer  has  uttered  a word.  Benjamin  Britten  was  such  a 
composer;  Mozart,  who  was  with  Purcell  and  Schubert  one  of  Britten's  musical  gods,  was 
in  this  respect — and  any  other  one  can  think  of — the  supreme  operatic  genius. 

Everyone  except  Britten  specialists  used  to  think  of  Peter  Crimes  as  the  beginning  of 
Britten's  life  in  opera,  so  thoroughly  had  his  "operetta" Paul  Bunyan,  with  a libretto  by 
W.H.  Auden,  been  forgotten  after  it  failed  in  New  York  in  1941.  Long  after,  Britten  said 
something  to  the  effect  that  it  had  been  the  wrong  opera  in  the  wrong  place  at  the  wrong 
time.  Still  later,  a reexamination  of  the  case  at  a different  place  (Britten's  own  festival  at 
Aldeburgh)  and  a different  time  (1974)  revealed  the  charms  of  the  work,  and  a full  revival 
by  the  BBC  in  1976  and  Philip  Brunelle's  1988  recording  established  it  as  a real  part  of 
Britten's  operatic  canon.  This  is  simply  to  point  out  that  the  miracle  of  Peter  Crimes  did  not 
just  come  out  of  nowhere. 

Britten  was  a reluctant  candidate  as  an  opera  composer.  There  was  much  on  the  plus 
side  of  the  ledger — the  powerful  impression  made  on  him  by  Alban  Berg's  Wozzeck  and 
Shostakovich's  Lady  Macbeth  of  the  Mtsensk  District,  both  of  which  he  heard  in  his  very 
early  twenties,  the  former  over  the  radio  (it  made  him  want  to  study  with  Berg),  the  latter 
in  concert;  his  experience  with  film  scores  and  incidental  theater  music;  his  success  as  a 
song  writer  (Our  Hunting  Fathers,  On  this  Island,  Les  Illuminations,  and  the  Michelangelo 
Sonnets  all  preceded  Paul  Bunyan);  and  not  least,  his  life  partnership  with  a singer.  On  the 
other  hand,  he  loathed  the  silly  and  the  nasty  sides  of  the  operatic  world;  indeed,  the 
nasty  side,  fueled  by  suspicion  of  anything  new  and  by  dislike  of  himself  and  Peter  Pears 
as  conscientious  objectors  and  homosexuals,  was  so  besetting  during  preparations  for  the 
first  performance  of  Peter  Grimes,  and  in  its  early  history,  that  it  is  a wonder  Britten  went 
on  to  compose  fourteen  more  operas.1 

But  with  some  persuasion  from  Auden  and  no  doubt  from  Pears,  Britten  decided  to 
trust  his  innate  feeling  for  opera  and  how  it  works,  and  to  overcome  his  reluctance.  I have 
often  thought  that  it  was  precisely  because  he  had  such  confidence  in  his  ability  to  define 
drama  through  music  that  he  was  so  forgiving  of  some  of  his  librettists'  verbal  missteps,  for 
example  "Him  who  despises  us  we'll  destroy!"  in  Peter  Grimes  or,  in  The  Rape  of  Lucretia, 
the  notorious  "The  oatmeal  slippers  of  sleep/Creep  through  the  city  and  drag/The  sable 
shadows  of  night/Over  the  limbs  of  light."  Britten  even  knows  (in  the  first  scene  of  Act  II 
of  Peter  Grimes)  how  to  have  a chorus  sing  "Ha-ha!"  without  sounding  foolish.  As  Andrew 
Porter  once  remarked,  "A  great  opera  composer  can  make  us  believe  anything." 

Like  Wozzeck,  Peter  Grimes  begins  straight  off  without  a prelude.  The  prancing  first  bars 
we  shall  learn  to  hear  with  words  attached — the  fateful  "accidental  circumstances."  The 
curtain  rises  in  the  third  bar,  and  in  the  fifth,  Hobson,  the  carter  who  also  functions  as 
court  clerk,  begins  to  sing:  "Peter  Grimes!  Peter  Grimes!  Peter  Grimes!"  With  that,  the 
inquest  into  the  death  of  Peter's  apprentice  commences:  "Peter  Grimes,  we  are  here  to 
investigate...." 

But  let  us  listen  to  the  orchestra  as  well.  The  four  introductory  measures,  moderato  ma 
energico,  are  played  by  woodwinds,  but  the  accompaniment  to  the  triple  summons  "Peter 
Grimes!" — and  every  opera  lover  will  hear  in  it  the  echo  of  Ramfis's  "Radames!  Radames! 
Radames!" — is  a D minor  chord  assembled  one  note  at  a time  in  the  strings.  The  four-fold 


31 


proclamation  of  the  name,  the  hieratic  nature  of  the  summons,  the  change  of  orchestral 
color,  the  sudden  cessation  of  the  bustling,  energico  forward  motion,  tell  us  with  utmost 
vividness  and  stunning  economy  that  Peter  Grimes  is  special,  different,  alien,  an  outsider. 
What  a lot  of  information  we  have  been  given  in  half  a minute  of  music! 

Britten  continues  the  wind-string  distinction:  the  winds,  cold  and  hard,  belong  to  the 
official,  public  world  of  The  Borough;  the  strings,  yielding  and  espressivo,  are  Peter's.2 
Nothing  is  more  telling  than  Peter's  taking  of  the  oath.  For  Lawyer  Swallow  this  is  a for- 
mality, something  to  rattle  through.  For  Peter,  it  is  serious,  literally  dead  serious,  literally  a 
matter  of  life  and  death.  Swallow  takes  three  beats  to  sing  "I  swear  by  Almighty  God," 
Peter  five;  moreover,  Swallow  never  lets  Peter  finish  a phrase  but  with  growing  impatience 
cuts  in  with  the  next  one.  (Two  of  the  three  times  Peter  sings  "truth"  he  is  blotted  out  by 
Swallow.) 

Then  there  is  the  harmony.  The  "accidental  circumstances"  motif  in  the  first  measure  is 
in  a perky  B-flat  major;  then,  as  I noted  earlier,  the  first  sounding  of  the  name  of  Peter 
Grimes  is  underlined  with  a new,  minor  harmony.  Moments  later,  when  Peter  steps  into 
the  witness  box,  the  harmony  again  turns  to  dark  minor.  This  is  subtly  done:  what  starts  as 
an  incomplete  chord  of  C major  becomes  minor  when  the  bass  moves  to  A.  At  the  oath, 
blunt  Swallow's  phrases  are  punctuated  by  faintly  dissonant  but  sharp-edged  brass  chords 
(A-flat  major  with  a dissonant  G in  the  bass);  for  complicated  and  dreaming  Peter,  who 
lives  in  a world  of  uncertainties,  the  accompanying  string  chords  are  pianissimo  dominant 
sevenths,  afloat,  asking  for  resolution  and  denied  it.  Every  musical  dimension — and  even 
the  timbre  of  Peter's  tenor  against  Hobson's  and  Swallow's  basses — is  brought  into  play  to 
establish  character  and  situation. 

The  inquest  ends  with  a verdict  of  "accidental  circumstances,"  though  for  the  moment 
the  phrase  in  the  opera's  first  measure  carries  the  warning  that  Swallow  adds:  "But  that's 
the  kind  of  thing  people  are  apt  to  remember."  The  room  is  cleared  and  the  scene  is  round- 
ed off  with  echoes  of  that  musical  phrase  and  in  the  key  where  it  began,  B-flat.  Peter  stays 
behind  and  so  does  Ellen  Orford,  the  widowed  schoolmistress  who  seeks  to  befriend,  even 
to  save  him.  They  begin  a duet,  unaccompanied,  and  as  they  will  so  often  in  the  course  of 
the  opera,  they  talk  past  each  other.  That  is  clear  not  just  from  the  words  but  from  their 
disparate  keys,  Peter's  F minor  and  Ellen's  E major.  Those  two  keys  are  far  apart,  their 
scales  have  just  two  notes  in  common.  After  pursuing  their  separate  thoughts,  they  use 
one  of  these — E,  Ellen's  keynote,  Peter's  leading-tone — to  make  their  way  to  musical  and 
spiritual  harmony  (E  major,  with  a strong  remnant  of  F). 

As  they  reach  their  final  E,  the  curtain  falls,  and  at  the  same  moment  the  violins  and 
flutes  pick  up  the  E,  high,  pianissimo,  dolcissimo.  With  that  note  the  first  of  the  famous 
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interludes  begins.  In  the  concert  version  they  are  titled  "Sea  Interludes,"  but  when  we  hear 
them  in  context,  we  discover  that  while  some  of  them,  including  this  first,  magical  one, 
are  indeed  "sea  interludes,"  others  are  really  "Peter  Grimes  interludes." 

Several  of  them  have  a practical  purpose,  namely  to  cover  complicated  scene  changes, 
from  the  improvised  inquest  room  to  the  Borough  beach  and  street,  from  the  beach  and 
street  to  the  interior  of  the  pub,  and  so  forth.  But  they  also  prepare  the  psychological 
scenery.  The  first,  which  embraces  both  the  immense  distance  to  the  horizon  and,  close  by, 
the  swooping  of  the  herring  gulls,  depicts  the  sea,  already  invoked  in  Peter's  testimony  at 
the  inquest,  now,  through  music,  made  so  vivid  a presence  by  this  great  master  of  musical 
imagery  that  we  begin  to  sense  it  as  a principal  and  certainly  inescapable  character  in  the 
drama.3  The  next  whips  up  the  hurricane,  emotional  and  literal,  that  is  the  background  to 
the  pub  scene.  The  third,  with  what  will  turn  out  to  be  bitter  irony,  sets  the  scene  for  a 
peaceful  Sunday  morning  (and  I shall  return  to  this). 

Then  comes  a great  passacaglia,  ten  variations  over  a thirty-eight-times  reiterated  bass. 
Unrelenting  and  restless  at  the  same  time,  this  leads  to  the  catastrophe,  the  death  under 
"accidental  circumstances"  of  the  new  apprentice.  Act  III  begins  with  another  sea  piece,  the 
swell  of  the  tide  by  moonlight.  The  last  interlude,  another  for  Peter,  was  not  and  could  not 
have  been  included  in  the  concert  suite.  It  takes  us  to  that  terrifying  scene  where  Peter, 
alone,  gives  way  to  anguish,  to  the  pain  that  assails  him  from  all  sides,  while  from  far 
away  we  hear  the  sound  of  the  manhunt,  of  the  lynch-mob  crying  his  name.  That  and  a 
foghorn.  The  interlude  itself  is  both  tormented  and  still,  for  a single  chord  is  sustained 
throughout,  the  same  hovering  dominant  seventh  to  which  he  swore  his  oath  at  the 
inquest. 

Here,  too,  Britten  had  learned  from  Berg;  is  it  in  fact  too  much  to  suggest  that  he  meant 
to  write  an  English  counterpart  to  Wozzeck ? The  scene  in  which  Wozzeck  drowns — 
Wozzeck,  who,  like  Peter,  is  victim,  destroyer,  and  fantast  all  in  one — is  identified  by  Berg 
as  "Invention  on  a Chord,"  a designation  Britten  could  well  have  used  himself.  It  is  also 
worth  mentioning  that  the  central  orchestral  interlude  in  Lady  Macbeth  of  the  Mtsensk 
District — and  it  was  the  interludes  that  Britten  had  admired  above  all — is  a passacaglia; 
Shostakovich  and  Britten  were  the  two  great  twentieth-century  masters  of  that  powerful 
form.4  This  is  also  the  place  to  mention  that  in  his  edition  of  Britten's  letters  and  diaries, 
Donald  Mitchell  points  out  some  interesting  parallels  between  Peter  Grimes  and  Porgy  and 
Bess,  which  Britten  had  seen  in  New  York  in  1942,  possibly  at  Koussevitzky's  urging. 

Listeners  familiar  with  the  concert  version  of  the  interludes  will  notice  that  in  the  opera 
they  do  not  end  neatly.  Opera  lovers  will  recall  the  last  act  of  La  traviata,  where  the 
poignant  music  of  the  Prelude  continues,  fragmented,  through  Violetta's  exchanges  with 
Annina.  In  the  third  act  of  Tristan  we  find  another  version  of  the  same  plan  when  much  of 
the  music  of  the  Prelude,  unaccompanied  English  horn  solo  and  all,  is  recapitulated  during 
the  conversation  between  Kurwenal  and  the  shepherd.  These  preludes  that  won't  end 
served  as  models  for  several  of  the  Peter  Grimes  interludes. 

No  question,  Peter  Grimes  is  a so-called  numbers  opera,  clearly  articulated  in  formal 
divisions — arias,  duets,  ensembles,  choruses,  and  orchestral  interludes — even  though 
Britten,  with  continuity  and  forward  thrust  very  much  at  the  center  of  his  concerns,  pro- 
vides no  actual  full  stops  for  applause.  If  one  negative  criticism  of  Peter  Grimes  has  been 
voiced  fairly  consistently  over  these  fifty  years,  it  is  that  some  of  the  set  pieces,  however 
attractive  in  themselves,  choke  the  flow.  Even  Ellen's  lovely  Embroidery  Aria  has  a bit  of 
the  ring  of  "last  chance  for  a solo  for  the  prima  donna." 

The  round,  "Old  Joe  has  gone  fishing,"  is  dramatically  necessary  where  it  occurs, 
although  a more  experienced  Britten  might  not  have  let  it  go  on  so  long  before  Peter  upsets 
the  course  of  it  with  his  hugely  distended  "When  I had  gone  fishing."  The  opening  chorus 
also  turns  out  to  have  a function  other  than  the  picturesque  when  its  music  returns  just 
before  the  final  curtain-fall  to  mark  the  beginning  of  another  day  in  the  Borough.  Most 
beautiful  of  all  is  the  quartet,  "From  the  gutter,  why  should  we  trouble  at  their  ribaldries," 
for  Ellen,  Auntie,  and  the  Nieces,  a great  example  of  operatic  "freeze-frame"  contemplation 
and,  as  music,  predecessor  to  the  dirge  in  Albert  Herring,  "In  the  midst  of  life  we  are  in 
death." 

Peter's  arias,  on  the  other  hand,  are  crucial,  every  one,  and  as  a series  they  build  up 
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with  cumulative  force.  His  testimony  at  the  inquest  gives  us  a taste  of  what  is  to  come.  The 
rhythmic  vitality  of  the  declamation  is  always  arresting;  by  contrast,  Ellen's  music  is 
almost  always  rhythmically  smooth.  In  part  this  comes  from  Britten's  knowledge  of  Pears's 
word  sense,  but  there  is  also  the  large  issue  of  Britten's  ambition  to  retrieve  a Purcellian 
flexibility  of  declamation,  something  he  felt  had  been  lost  by  Handel  and  that  had  stayed 
lost  in  Sullivan  and  his  contemporaries  as  well  as  to  a large  extent  in  Elgar  and  Vaughan 
Williams. 

Peter's  account  to  Captain  Balstrode  of  the  journey  home  with  the  dead  apprentice, 
"Picture  what  that  day  was  like,"  is  his  first  true  solo  flight,  and  it  is  dominated  by  the  ris- 
ing interval  of  a minor  ninth,  for  example  from  E to  the  F an  octave  away,  an  interval 
expressive  now  of  yearning,  now  of  painful  effort.  (It  is  first  impressed  on  our  memories  at 
the  close  of  the  Peter-Ellen  duet  after  the  inquest.)  Peter  finds  his  way  into  a quarrel  with 
the  benevolent  Balstrode,  and  when  the  angered  captain  leaves,  Peter  resumes  his  aria, 
now  in  radiant  A major,  the  interval  stretched  to  reach  from  E to  F-sharp — "What  harbour 
shelters  peace,  away  from  tidal  waves,  away  from  storms?"  When,  in  the  next  scene,  Peter 
comes  crashing  into  the  pub  from  the  tempest,  the  orchestra  sings  out  a distorted  version 
of  that  eloquent  phrase,  and  Peter  loses  himself  in  one  of  those  visions  that  make  the 
clients  of  The  Boar  think  him  mad — "Now  the  Great  Bear  and  Pleiades..."  As  Peter  is 
caught  up  in  his  afflatus,  the  music  is  suspended,  removed  from  the  ordinary  flow  of  time, 
glued  for  phrase  after  phrase  to  a single  note,  E. 

At  the  end  of  Act  II,  in  the  upturned  boat  that  is  home  to  him  and  his  new  apprentice, 
Peter  imagines  a life  that  by  now  he  knows  will  never  be  his:  "In  dreams  I've  built  myself 
some  kindlier  home."  Lyric,  fluent,  agonizing  in  its  sweetness,  this  is  the  expansive,  ful- 
filled aria  the  others  have  been  building  up  to.  The  pain  for  us — and  for  Peter — lies  in 
knowing  that  he  has  just  been  at  his  most  brutal  with  the  boy.  And  worse  is  to  come,  for 
him  and  the  boy. 

When  we  hear  Peter  for  the  last  time  against  the  distant  and  ominous  sound  of  the  man- 
hunt, there  seems  in  this  poetic  and  musical  recapitulation,  analogous  to  the  great  solo 
finales  of  Tristan  and  Gotterddmmerung,  to  be  nothing  left  in  him  with  which  to  be  lyric. 
Then  for  one  moment  he  remembers,  something  other  than  anger  and  contempt  floods  his 
mind.  "What  harbour  shelters  peace?"  he  sings,  but  in  A-flat  major,  a lower,  softer,  darker 
key  than  before. 

That  brings  us  back  to  the  issue  of  harmony,  a crucial  component  of  the  motor  that 
drives  Peter  Grimes.  At  the  most  obvious  level,  we  have  the  contrasts  between  the  harmonic 
complexity  of  Peter's  music  and  the  almost  hymnbook  simplicity  of  the  Borough  choruses. 


The  original  set  design  for  "Peter  Grimes"  at  the  Sadler's  Wells  Theatre,  June  1945 
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the  cheery  Sunday-morning  greetings,  and  the  "Good  night"  ensemble.  But  the  confronta- 
tions and  conflicts  with  which  Peter  Crimes  abounds  are  always  most  powerfully  expressed 
through  harmonic  clashes.  We  experience  that  right  at  the  beginning  between  Peter  and  the 
town  officials,  then  more  poignantly  in  the  first  duet  for  Peter  and  Ellen. 

The  Sunday-morning  scene  is  an  especially  gripping  instance.  Two  things  are  going  on. 
In  the  foreground  we  have  Ellen,  first  with  the  apprentice,  discovering  that  Peter  has 
already  begun  to  abuse  the  boy;  then  Peter  enters  and  she  herself  tastes  his  violence.  All 
this  takes  place  against  the  church  service  in  the  background,  the  "authorities"  safe  at  their 
prayers.  (We  know  such  church  scenes  from  Faust,  Matron,  and  Tosca.)  The  difference 
between  the  personal  and  the  liturgical  styles  is  clearly  evident,  and  so  is  that  between  the 
texts.  Britten  plays  on  these  differences:  Ellen,  who  has  just  seen  the  boy's  bruise,  tells  him 
that  he  has  learned  "how  near  life  is  to  torture"  at  precisely  the  moment  the  Vicar  and  con- 
gregation arrive  at  "Praise  ye  the  Lord!  The  Lord's  name  be  praised!" 

But  the  effect  of  these  contrasts  is  heightened  by  the  consistent  clash  of  keys  between 
the  outdoor  music  and  that  from  the  church.  When  the  two  harmonic  currents  at  last  con- 
verge it  is  at  a moment  of  horror.  The  churchgoers  sing  their  final,  strong  "Amen,"  and  it  is 
just  then  that  Peter,  driven  to  despair  by  his  quarrel  with  Ellen,  by  his  realization  of  having 
failed  again,  that  he  will  always  fail,  "cries  out  as  if  in  agony,  strikes  Ellen,"  and  as  though 
at  one  with  the  indifferent  congregation,  sings  "So  be  it,  and  God  have  mercy  upon  me!" 
(The  "God  have  mercy  upon  me!"  phrase  will  appear  at  the  close  of  this  scene  as  the  bass 
of  the  Passacaglia.) 

This  but  touches  the  surface.  Let  it  suffice  here  to  say  that  even  in  this  early  work  by  a 
composer  so  many  of  whose  compositions  have  become,  simply,  facts  of  our  operatic  life, 
we  sense  not  only  fantasy,  human  insight,  and  dazzling  mastery,  but  the  presence  of  a 
voice  that  is  individual,  unmistakable,  and  one  of  the  most  treasurable  of  our  century. 


Now  Program  Annotator  and  Lecturer  of  the  San  Francisco  Symphony  and  the  New  York  Phil- 
harmonic, Michael  Steinberg  was  previously  Director  of  Publications  for  the  Boston  Symphony 
Orchestra.  Oxford  University  Press  has  recently  published  a compilation  of  his  program  notes 
(including  many  written  for  the  Boston  Symphony)  entitled  The  Symphony-A  Listener's  Guide. 


NOTES 

1 Although  funds  were  available,  we  have  no  "original  cast"  recording  of  Peter  Grimes  because  several  members  of 
that  cast  refused  to  participate  in  making  one.  We  do,  however,  at  least  have  excerpts  recorded  in  1948  featuring 
the  original  Grimes  (Peter  Pears)  and  Ellen  (Joan  Cross)  under  Reginald  Goodall,  who  conducted  the  premiere. 

2 When  Tristan  tells  King  Marke  that  he  cannot  explain  his  betrayal  of  trust,  the  music  in  the  orchestra  is  that  of 
bleak  woodwinds,  but  when  he  turns  to  Isolde  to  ask  her  to  follow  him  to  the  land  of  death,  it  is  the  strings  who 
second  his  plea.  The  nineteen-year-old  Britten  was  stunned  by  Tristan  when  he  saw  it  at  Covent  Garden  in  1933. 

3 While  writing  this  essay  I happened  to  see  Joseph  Mankiewicz's  1947  movie  The  Ghost  and  Mrs.  Muir  and  was 
struck  by  what  close  attention  Bernard  Herrmann  had  paid  to  this  interlude  when  writing  his  own  highly  effec- 
tive sea  music. 

4 What  Shostakovich  and  Britten  also  have  in  common  is  that  both  are  sons  of  Mahler,  something  virtually  unno- 
ticed and  uncommented  upon  fifty  years  ago  because  then  there  was  so  little  awareness  of  that  great  figure.  The 
atmospheric  Das  Lied  von  der  Erde  is  an  especially  strong  and  touching  presence  in  Peter  Grimes;  hear,  for  example, 
the  closeness  of  Ellen's  "Let  her  among  you  without  fault  cast  the  first  stone"  to  the  first  vocal  entrance  in  Der 
Einsame  in  Herbst. 
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From  the  original  production  of  " Peter  Grimes,"  June  1945:  Peter  Pears  as  Grimes, 
with  Joan  Cross  as  Ellen  and  Leonard  Thompson  as  John 
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ON  PERFORMING  PETER  GRIMES 


Peter  Pears  on  Peter  Grimes 

Peter  Grimes  is  not  the  most  heroic,  the  most  glamourous  title-role  in  all  opera.  He  is  no  Don 
Giovanni  or  Otello,  and  the  more  that  glamour  is  applied  to  his  presentation  the  further  you  get 
from  what  the  composer  wanted.  In  the  original  poem  by  George  Crabbe  (from  “The  Borough," 
1810)  Grimes  is  quite  simply  an  unattractive  and  brutal  ruffian.  1 lis  background  and  circum- 
stances however  are  painted  by  Crabbe  with  such  loving  care  that  some  light  seems  to  be 
reflected  from  the  slow  moving  muddy  water  of  the  Aldeburgh  marshes  onto  the  wild  face,  giv- 
ing it  some  harsh  beauty.  In  any  case,  from  the  first  preliminary  sketches  of  the  opera's  story  the 
solitary  figure  offered  the  idea  of  a man  at  odds  with  his  environment,  a misfit  in  society.  But 
for  this  man  to  be  interesting,  he  must  be  sensitive,  must  suffer,  and  he  must  engage  the  interest 
and  sympathy  of  the  audience  in  his  difficulties.  He  is  a "mixed-up"  modern  character  and  not 
an  old-fashioned  cruel  villain. 

In  the  very  first  minutes  of  the  Prologue,  Britten  makes  this  clear.  The  Court  sings  formal 
patterns  and  the  wind  runs  along  with  them,  but  Grimes  is  accompanied  by  low  quiet  strings, 
and  although  his  answers  are  short  and  almost  off-hand,  the  music  is  nervous  and  unsure.  As 
yet  he  must  seem  embarrassed,  rather  than  aggressive;  only  after  his  sentence  and  the  furious 
reaction  of  the  people  in  Court,  does  he  in  turn  shout  back.  Then  in  his  bitter  repetition  of  the 
oath  "the  truth,  the  whole  truth,  and  nothing  but  the  truth,"  the  other  side  of  the  man  emerges. 
No-one  has  thought  of  "the  pity" — either  for  the  dead  boy  or  himself,  except  Ellen  who  comes 
forward  to  try  and  soothe.  "Here  is  a friend."  But  he  finds  it  difficult  to  receive. 

Grimes  is  like  many  sensitive  and  only  semi-articulate  people  his  own  worst  enemy;  he  is 
too  much  involved  in  his  own  weaknesses  to  be  able  to  cure  them.  The  more  experienced  older 
man,  Balstrode,  the  retired  sea-captain,  can  sympathize  with  his  irritation  at  the  narrow 
unimaginative  convention  of  the  Borough,  and  though  in  Act  I Scene  2 Grimes  impatiently 
rejects  Balstrode's  advice,  he  is  grateful  for  his  interest:  but  he  refuses  to  ask  Ellen  to  marry  him 
until  he  has  made  good  in  the  world.  He  is  proud,  too  proud;  he  knows  he  is  the  best  fisherman 
in  the  place;  he'll  prove  it.  After  Balstrode  has  left  him,  the  Storm  takes  hold  of  him.  Grimes  is 
very  near  to  Nature,  with  all  its  ups  and  downs;  and  the  storm  belongs  to  him.  From  this  close 
link  with  nature  (he  is  after  all  out  in  his  boat  at  all  hours  and  in  every  weather)  comes  the  Pub 
Aria  "Now  the  Great  Bear,"  the  still  very  center  of  the  storm.  This  in  turn  sparks  off  the  resent- 
ment of  the  company  in  the  Pub.  The  misfit  loathes  his  cramped  circumstances,  and  society 
despises  the  misfit;  it  is  a general  condition.  This  position  works  on  Grimes,  in  my  opinion,  to 
shape  his  physical  attitudes,  too.  On  the  stage,  Grimes  cannot  look  people  in  the  eyes  except  in 
defiance;  only  Ellen  is  the  exception.  And  even  with  her  (in  Act  II  Scene  1)  once  he  finds  her 
questions  too  probing,  he  answers  her  over  his  shoulder  (loudly)  or  from  behind  her  back  (soft- 
ly). Pride,  irritation,  over-sensitiveness,  and  of  course  a guilty  conscience — not  for  anything  he 
has  done,  but  something  (conforming)  which  he  has  not  done:  all  these  drive  him  to  violence, 
the  violent  slap  at  Ellen,  and  the  violent  shaking  of  the  boy  in  the  Hut.  His  dreams  and  ambi- 
tions are  very  different  (the  vocal  line  is  very  extended),  too  far  out  of  this  world  for  normality, 
they  belong  to  another  world;  and  this  is  where  he  ends,  of  course,  driven  out  by  himself  and 
society  into  his  own  exclusive  world,  the  world  of  the  private  individual  when  even  the  link  of 
sympathy  with  Ellen  snaps.  Society  has  many  ways  of  getting  its  own  back  on  its  non-conform- 
ers,  and  there  are  still  many  today  who  go  Grimes's  way.  "What  harbour  shelters  peace?"  This 
beautiful  melodic  phrase  is  his  motto,  and  the  fog-horn  is  the  answer. 


The  English  tenor  Peter  Pears  originated  the  role  of  Peter  Grimes. 
©The  Trustees  of  the  Britten-Pears  Foundation;  reprinted  by  permission. 
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Jon  Vickers:  On  Performing  Peter  Grimes 

WITH  RESPECT 

I wish  to  express  the  opinion  that  each  and  every  time  there  is  granted  to  any  company  the 
opportunity  to  "handle"  a great  piece  of  operatic  art,  the  fundamental  task  and  prime  responsi- 
bility of  all  concerned — whether  director,  designer,  conductor,  principal  singer,  orchestra  mem- 
ber, chorus  member,  or  lighting  engineer — is  to  enter  into  a cooperation  with  each  other,  so  as 
to  serve  the  work  by  seeking  to  throw  light — hopefully  some  new  light — upon  the  work  itself. 
In  this  way  the  timeless  truths  inherent  in  the  work  are  revealed,  truths  which  alone  qualify  the 
work  as  art.  The  task  of  attempting  such  a thing  is  a daunting  one  in  that — although  a failed 
attempt  can  in  no  way  harm  the  work — those  given  such  a great  opportunity  are  revealed  as 
being  somewhat  lacking.  If,  however,  the  effort  succeeds,  the  work  triumphs  and  the  partici- 
pants are  bathed  in  reflected  glory. 

When  offered  Peter  Grimes  in  a planned  new  production  for  the  first  season  of  the 
Metropolitan  Opera  at  Lincoln  Center,  it  was  for  me  both  a joy  and  a privilege  to  be  working 
with  that  great  company.  The  production  team  consisted  of  Tanya  Moiseiwitsch,  Colin  Davis, 
and  that  great  "anchor  man,"  Sir  Tyrone  Guthrie.  We  all  relied  heavily  upon  him,  simply 
because  he  was  a giant  of  the  classical-theater  world,  vastly  experienced,  and  master  of  every 
situation,  which  he  always  handled  with  humility,  ribald  humor,  and  wisdom. 

Following  one  of  the  very  early  rehearsals  with  the  main  principals.  Sir  Tyrone  informed  us 
all  that  he  would  like  to  read  to  us  an  article  which  he  had  written  for — and  at  the  request  of — 
the  New  York  Times.  The  reason  he  wanted  us  to  hear  it  was  so  that  we  could  voice  our  objec- 
tions to  anything  he  had  written,  discuss  them,  and  come  to  mutual  agreement  before  it  was 
submitted  to  the  Times.  It  was  an  act  of  genuine  graciousness  and  humility  unique  in  my  expe- 
rience. The  article  stimulated  wonderful  discussion  but  there  were,  needless  to  say,  no  objec- 
tions. 

Having  put  the  matter  of  the  article  out  of  the  way.  Sir  Tyrone  then  informed  us  of  a few  text 
changes  he  had  proposed  to  Benjamin  Britten,  which  the  composer  had  approved,  and  which 
we  were  to  learn  and  use.  Sir  Tyrone,  and  obviously  Benjamin  Britten  himself,  felt  the  changes 


Jon  Vickers  as  Grimes  at  the  Metropolitan  Opera,  with  Adam  Wollach  as  John  and 
Heather  Harper  as  Ellen  Orford 
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would  be  better  suited  to  American  audiences  and  better  clarify  the  deeper  meanings  of  the 
work,  which  meanings  Britten  himself  wished  to  convey. 

When  later  the  recording  was  made  and  later  still  another  new  production  and  film,  the  text 
changes  were  left  in  place  out  of  respect  for  Britten's  apparent  wishes. 

There  has  been  subsequent  speculation  as  to  the  origin  of  the  text  changes,  which  has  left 
confusion  in  the  minds  of  some.  And  there  are  those  who  have  been  unjustly  vindictive,  believ- 
ing that  members  of  the  cast  took  it  upon  themselves  to  alter  the  text.  Nothing  could  be  further 
from  the  truth,  and  I am  certain  Colin  Davis  and  Sir  Tyrone  Guthrie  would  not  have  allowed  it. 

In  my  own  personal  experience,  there  has  never  been  anyone,  in  any  opera,  in  any  language, 
in  any  of  the  twenty  countries  in  which  I have  worked,  that  has  ever  hinted  that  he  or  she 
knew  better  than  the  composer  what  the  text  should  be — even  the  thought  of  such  a thing  is 
ludicrous. 

Britten  has  said  that  inspiration  for  writing  Peter  Grimes  came  from  the  writings  of  George 
Crabbe,  an  aesthete  who,  like  Britten,  also  lived  in  Aldeburgh.  Crabbe  wrote  a very  lengthy 
poem  about  village  life  entitled  "The  Borough"  in  which  there  are  descriptions  of  many  charac- 
ters who  were  natives  of  the  village.  One  of  the  characters — a crude  brute  of  a man — was  given 
the  name  Peter  Grimes.  There  is  no  similarity  in  the  characters  of  the  two  Grimes  other  than 
that  they  were  both  fishermen,  and  it  would  require  the  writing  of  a treatise  to  parallel  and  dif- 
ferentiate between  the  two,  which  is  certainly  not  appropriate  for  this  space. 

For  some.  Grimes  is  the  greatest  English  opera  ever  written.  Britten's  own  reputation  as  a 
composer  was  solidly  confirmed  by  Grimes' s stunning  early  success,  which  in  turn  must  surely 
have  inspired  Britten  to  give  to  the  world  the  prodigious  output  of  his  genius. 

In  the  minds  of  many,  Peter  Grimes  eclipses  all  of  Britten's  other  works,  even  though  (except 
for  an  attempt  made  with  Paul  Bunyan)  it  was  his  first  opera.  What  a deep  feeling  of  gratitude 
Britten  must  have  felt  toward  Koussevitzky,  for  having  commissioned  the  opera,  and  toward 
Tanglewood,  where  it  all  began. 

It  is  my  very  sincere  hope  Tanglewood  will  once  again  enjoy  a richly  satisfying  season, 
including  a wonderfully  new  and  successful  revelation  of  Grimes. 

Most  sincerely  yours, 

Jon  Vickers 


From  the  late  1960s,  Canadian  tenor  Jon  Vickers  was  successor  to  Peter  Pears  as  the  foremost 
interpreter  of  Peter  Grimes. 


Philip  Langridge:  On  Performing  Peter  Grimes 

Singing  and  playing  the  role  of  Peter  Grimes  has  meant  much  to  me  over  the  past  few  years. 
It  began  at  the  Royal  Opera  House,  Covent  Garden,  in  London,  where  I sang  it  first  in  the  pro- 
duction which  was  made  around  Jon  Vickers.  I am  most  certainly  not  a heldentenor,  and  as  the 
time  of  the  performances  loomed  nearer,  I began  to  get  cold  feet,  and  wondered  if  perhaps  I 
should  not  be  singing  the  role  at  all.  There  was,  however,  a voice  inside  me  which  spurred  me 
on,  and  I decided  to  watch  the  video  of  Vickers  alongside  that  of  Peter  Pears  (the  original  singer 
in  this  role). 

Those  two  performances  could  not  have  been  more  different.  Each  brought  something  spe- 
cial to  Peter  Grimes,  and  I knew  that  if  I were  to  succeed,  I must  be  totally  honest  (and  therefore 
individual)  with  my  own  particular  portrayal. 

There  are  some  many  aspects  of  Grimes  which  need  to  be  considered.  In  the  poem  of  George 
Crabbe,  Grimes  killed  his  father  and  was  really  a very  nasty  character  indeed.  Britten  seems  to 
have  taken  the  overview  of  the  Borough  (mankind,  if  you  like,  set  against  the  individual).  The 
audience  will  need  to  cast  pity  on  Grimes,  and  see  the  Borough  for  what  it  is  (and  actually  what 
we  are  all  corporately  guilty  of  in  this  world):  self-righteous,  uncaring,  selfishly  always  protect- 
ing ourselves  and  our  own  way  of  life,  quick  to  find  fault  in  others  but  not  seeing  those  faults 
in  ourselves,  victimizing  those  individuals  whose  ideas  (or  ways  of  living)  don't  conform  with 
ours,  etc. 

Grimes  on  the  other  hand  is  a man  who  works  hard  (too  hard),  has  tremendous  ambition  to 
find  a better  life  through  his  work  as  a fisherman,  and  at  the  same  time  has  a visionary  outlook 
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on  life.  He  can  somehow  see  the  world  as  it  is,  as  part  of  the  universe  and  not  as  a village 
which  begins  and  ends  with  all  the  mean  little  lives  that  he  sees  around  him.  Grimes  knows  that 
he  is  right  in  his  view  of  life,  and  becomes  very  angry  when  he  finds  that  all  his  aspirations  and 
ambitions  are  not  working  out.  He  finds  it  difficult  to  make  friends  and  becomes  frustrated 
when  his  great  ideas  don't  work  out  as  he  would  like.  Therefore  he  also  is  not  the  perfect 
human  being  (far  from  it!)  and  this  makes  his  temper  worse.  He  is  rough  with  the  boy  appren- 
tice, but  he  was  not  guilty  of  murder — we  shouldn't  look  on  this  from  the  present  "child 
abuse"  standpoint.  Children  were  treated  roughly.  In  England  boys  were  sent  up  the  chimneys 
to  sweep  them  clean.  If  they  didn't  work  fast  enough,  a fire  was  lit  to  hurry  them  up! 

So  I see  poor  old  Peter  as  a victim  of  circumstances.  The  Borough  look  at  all  the  outward 
signs  (child-murderer,  woman-batterer,  mad  fisherman)  and  send  out  a manhunt  after  him. 
Grimes,  desperately  trying  to  make  a better  life  for  himself,  fails  miserably  and  ends  up  wan- 
dering, mad  and  confused,  only  to  drown  himself  finally  with  his  boat. 

I feel  very  close  to  Grimes.  I have  ambitions,  I have  dreams.  I get  angry  at  the  world's  com- 
placency. I feel  sometimes  inadequate,  but  I don't  fight  society.  I don't  fight  the  world.  Perhaps 
I should.  Perhaps  we  all  should.  Perhaps  then  we  should  have  a better  world! 

"Who  can  turn  the  skies  back  and  begin  again?"  What  a thought  for  today! 


English  tenor  Philip  Langridge  is  an  important  interpreter  of  Peter  Grimes  today. 


Philip  Langridge 
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Anthony  Rolfe  Johnson:  On  Performing  Peter  Grimes 

Grimes  has  always  been  part  of  my  adult  musical  memory. 

1 began  that  memory  at  the  age  of  twenty-nine.  It  also  coincides  with  my  own  journey  and 
development  as  a singer.  I became  aware  of  Britten  while  still  a student  at  the  Guildhall  School 
of  Music  and  Drama.  I had  been  invited  to  join  Steuart  Bedford  in  a project  for  the  BBC  Third 
Programme  (as  it  was  known  then)  in  which  we  were  to  study  in  recorded  master  class  with 
Peter  Pears  the  song  cycle  Winter  Words  by  Britten,  to  poems  by  Thomas  Hardy,  culminating  in 
a performance  of  the  work  in  the  latter  part  of  the  program.  During  this  project  1 met  Benjamin 
Britten  and  of  course  Peter  Pears.  I also  saw  for  the  first  time  Aldeburgh  and  Snape,  the  sea  and 
the  landscape,  and  formed  an  impression  of  that  unique  atmosphere  which  has  never  left  me.  I 
have  been  increasingly  drawn  to  Suffolk  and  now  have  come  to  regard  that  part  of  the  country 
as  a spiritual  home. 

Although  I have  always  been  aware  of  Grimes,  in  those  early  days  I could  have  no  ambition 
to  sing  the  role  since  it  was  vocally  far  beyond  me.  In  the  twenty  years  which  intervened 
between  those  early  meetings  and  the  opportunity  to  record  the  opera  in  1992,  everything  I per- 
formed, everything  1 heard  and  saw  helped  to  prepare  for  the  time  when  I would  be  given  my 
own  battle  with  the  sea  and  the  villagers  and  suffer  my  own  persecution  as  that  troubled  fisher- 
man. 

Britten  plunges  us  abruptly  into  the  story  with  the  inquest.  Despite  the  help  of  Ellen  as  char- 
acter witness  and  Balstrode's  silent  support,  the  anger  against  Grimes  wells  up,  leaving  him 
more  isolated  and  more  dependent  on  them  both.  In  his  frustration  he  tries  to  shout  down  the 
unfairness  of  the  accusations.  His  version  of  the  "truth"  is  not  accepted  by  the  crowd.  In  their 
eyes  he  is  already  a murderer  and  they  cry  his  name  in  pursuit. 

Throughout  the  opera  the  singer  of  the  title  role  has  to  perform  a balancing  act.  Grimes  is  not 
mad;  he  is  misunderstood,  hated,  and  feared  for  his  strangeness,  ridiculed  for  his  vision,  envied 
for  his  material  ambitions.  He  is  deeply  uneasy  in  his  relationships  and  expresses  affection  with 
the  greatest  of  difficulty.  His  text  is  full  of  pain.  All  these  facets  of  character  must  be  portrayed 
with  clarity.  It  is  not  enough  to  generalize  with  broad  emotional  sweeps.  At  each  moment 
throughout  the  opera  the  questions  "Why  am  I here?" — "What  am  I doing?" — "How  does  this 
affect  the  other  characters?" — "How  do  they  affect  me?" — "What  is  my  emotional  state?" — etc. 
must  be  asked  and  answered. 

The  power  of  the  character  is  such  that  it  is  easy  to  assume  that  any  gesture  will  work,  any 
dynamic  will  do  as  long  as  it  is  loud.  On  the  contrary,  only  the  most  careful  study  of  detail  can 
bring  the  character  off  the  page  and  into  full  life  on  the  stage.  Each  day  brings  the  chance  to  fill 
out  the  shape,  not  by  remembering  yesterday's  discoveries  but  by  imagining  new  the  thoughts 
and  emotions  which  filled  his  mind. 

Throughout  these  early  scenes  the  sheer  presence  of  the  main  character  dominates  the  stage, 
his  eyes,  both  far-sighted  and  inward-looking,  give  us  access  to  the  double  life  which  he  lives. 
His  contact  with  the  real  world  diminishes  and  as  the  opera  progresses  he  retreats  more  and 
more  into  the  world  inside  his  head.  All  his  movements  should  be  so  informed  that  we  never 
question  his  oneness  with  the  sea.  The  speed  and  skill  with  which  he  repairs  the  nets,  handles 
full  baskets,  cleans  tackle,  and  judges  the  weather  should  be  real  skills.  The  boat  in  which  he 
plies  his  trade  is  small,  open-decked,  a one-man  boat  made  the  more  dangerous  by  the  addition 
of  the  terrified  child  cowering  in  the  bottom. 

It  is  all  too  easy  to  see  how  injury  could  occur  in  such  circumstances:  he  is  not  like  his  fel- 
lows, and  they  fear  him  for  it.  He  is  not  a killer,  he  is  possessed  by  his  visions  and  preoccupied 
with  their  fulfillment. 

We  see  him  working  in  amongst  the  community,  still  on  his  own  and  even  after  giving  in  to 
his  pride  to  ask  for  help,  finding  little  sympathy  or  assistance.  His  physical  strength  and  skill 
combine  to  make  it  easy  to  believe  in  him  as  a master  of  his  trade,  helping  us  to  understand 
some  of  the  contempt  with  which  he  regards  his  fellow  fishermen.  Under  Balstrode's  persistent 
questioning  he  pours  out  the  horror  of  the  boy's  death.  He  declares  his  desperate  belief  in 
financial  success  as  a means  of  advancement  in  the  community.  His  hopes  of  marriage  with 
Ellen  Orford  complete  the  Grand  Plan.  He  violently  rejects  Balstrode's  advice  and  in  an  instant 
his  poetic  nature  bursts  forth,  laying  bare  his  dreams  and  visions. 

For  all  his  restlessness  and  agitation,  Grimes  is  also  capable  of  great  stillness;  in  the  pub 
scene  the  aria  "Now  the  Great  Bear  and  Pleiades"  shows  the  full  emotional  range  which  the 
role  demands,  the  intense  keening,  visionary  opening  giving  way  to  the  almost  evangelical  fer- 
vor of  the  middle  section  before  returning  to  the  distant  focus  of  the  final  statement.  It  is  no 
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coincidence  that  the  crowd,  unable  to  understand,  think  him  either  drunk  or  mad.  Here  a kind 
of  deafness  descends  on  the  singer. 

The  confrontation  with  Bob  Boles  is  such  an  intrusion  that  the  anger  flares  of  its  own  accord. 
For  the  first  time  we  see  the  real  menace  which  Grimes  represents.  He  fears  no  one.  He  claims 
his  new  apprentice  and,  eager  to  prove  himself,  sets  out  through  the  storm. 

Sunday  morning.  Ellen  soon  discovers,  as  she  tries  to  get  to  know  the  boy,  that  Grimes  has 
beaten  him.  Her  optimism  vanishes.  Grimes  arrives  to  demand  the  boy's  help;  seeing  them 
together  there  is  jealousy  and  resentment.  She  is  interfering  in  matters  which  are  not  her 
province.  She  in  desperation  speaks  the  words  of  final  betrayal.  Grimes  is  now  completely  out 
of  control.  He  strikes  her  and  seals  their  fate. 

The  hut  scene  is  the  most  challenging  of  the  entire  opera  for  the  Grimes.  The  need  to  know 
the  music  and  staging  thoroughly  is  essential.  Work  every  day  with  the  boy.  Check  any  door  for 
reliable  opening  and  shutting — it  will  always  and  only  jam  in  performance.  Beware  of  ropes 
and  boxes  and  especially  the  costume  change  on  stage,  rehearse  each  day  with  the  boy,  the 
sleeve  will  always  be  inside  out,  the  anchor  invisible  to  the  audience. 

The  music  here  in  this  scene  is  beautiful  and,  as  always  with  Britten,  full  of  imagery.  The  full 
extent  of  his  distress,  the  weight  of  the  first  boy's  death  merging  with  that  of  the  latest  appren- 
tice, are  all  portrayed  so  clearly.  The  collapse  of  the  cliff  and  the  following  tragedy  finally  push 
Grimes  beyond  return,  and  he  escapes  to  the  only  haven  to  be  trusted,  the  sea. 

The  final  scene  is  a brilliant  observation  and  description  of  Grimes's  collapse.  It  is  also  very 
hard  to  sing  at  this  point  in  the  opera.  He  is  exhausted  after  days  at  sea  and  has  managed  under 
cover  of  fog  to  come  ashore  undetected.  The  distant  voices  of  the  villagers  haunt  him;  he  is  still 
pursued.  Balstrode  and  Ellen  find  him  and  try  to  speak  with  him.  He  seems  not  to  hear.  The 
solution  to  his  problem  is  explained  to  him  and  he  finally  understands.  He  pushes  the  boat  out 
with  Balstrode's  help  and  sails  to  his  death. 

The  music  closes  on  the  scene  almost  without  a ripple,  just  as  the  water  closes  over  the  sink- 
ing boat. 


English  tenor  Anthony  Rolfe  Johnson  is  an  important  interpreter  of  Peter  Grimes  today. 


Anthony  Rolfe  fohnson  as  Peter  Grimes 
at  the  Metropolitan  Opera, 
with  Jonathan  Ungar  as  John 
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PETER  GRIMES 

Its  Place  in  British  Music  of  the  Twentieth  Century 

by  Benjamin  Luxon 

One  month  after  the  end  of  World  War  II,  in  June  1945,  Peter  Grimes  reopened  the  Sadler's 
Wells  Theatre  at  its  home  on  Roseberry  Avenue  in  London.  It  took  the  critics  and  public  by 
storm,  and  at  one  stroke  made  the  reputation  of  its  thirty-two-year-old  composer  Benjamin 
Britten.  By  many  it  was  hailed  as  the  first  British  opera  since  Purcell's  greatly  loved  Dido  and 
Aeneas. 

In  spite  of  its  success,  the  rehearsal  and  preparation  period  had  been  tense  and  fraught.  The 
principal  singers  at  Sadler's  Wells  believed  they  should  have  been  opening  the  Theatre  with  an 
opera  like  Carmen,  Aida,  or  II  trovatore.  They  resented  Grimes  and  found  it  difficult  to  learn  and 
sing.  The  chorus  officially  complained  to  the  management  that  "the  music  was  very  bad  for 
their  voices."  Added  to  this  was  the  fact  that  no  one  in  England  had  desired  to  sponsor  or  pro- 
mote this  opera  and,  but  for  Koussevitzky's  faith  in  the  young  Britten  in  awarding  him  the 
commission  from  the  Koussevitzky  Music  Foundation,  it  might  not  have  been  written.  To  put 
it  bluntly,  there  was  little  interest  from  performers  or  public  in  establishing  a tradition  of  British 
opera. 

I suppose  this  is  not  really  surprising.  Britain,  with  the  memory  of  its  great  Empire  still  lin- 
gering in  its  consciousness,  was  insular,  self-sufficient,  and  not  easily  influenced.  Its  strength 
artistically  had  always  been  rooted  in  its  tradition  of  literature;  the  visual  arts  and,  particularly, 
music  were  much  less  significant.  Operas  had  been  written  in  the  nineteenth  century  by  popu- 
lar Victorian  composers  like  Balfe,  Benedict,  John  Hatton,  and  Dr.  Henry  Leslie,  but  they  had 
been  pale  copies  of  the  popular  German,  French,  and  Italian  operas  of  the  period,  and  none 
have  survived.  Ralph  Vaughan  Williams,  the  dominating  British  composer  of  the  first  thirty  to 
forty  years  of  the  twentieth  century,  had  written  three  operas:  Hugh  the  Drover  (1914),  Riders  to 
the  Sea  (1927),  and  Sir  John  in  Love  (1929).  Their  themes  were  certainly  British,  but  although 
much  of  the  musical  material  was  inspired  by  the  British  folk  tradition,  there  was  little  sense  of 
theater  or  drama  in  this  writing.  Operas  by  Delius,  Holst,  and  Rutland  Boughton  suffered  from 
the  same  kind  of  "pastoral  malaise."  In  retrospect,  it  does  seem  amazing  that  British  composers 
were  not  influenced  by  the  incredible  developments  in  Europe:  in  France  Debussy  and  Ravel 
joined  by  Stravinsky;  in  Germany  Richard  Strauss,  Berg,  and  Schoenberg;  and  in  Italy  Verdi 
and  Puccini.  However,  Britain  remained  locked  in  its  pastoral  lethargy  and  the  public  in  gener- 
al seemed  quite  content  to  look  little  farther  than  the  operettas  of  Gilbert  and  Sullivan. 

' But  back  to  the  impact  of  Peter  Grimes.  For  a start,  within  the  next  four  years  both  Walton 
and  Vaughan  Williams  wrote  large  scale  operas:  Troilus  and  Cressida  from  Walton  and  A Pil- 
grim's Progress  from  Ralph  Vaughan  Williams.  And  although  it  was  not  performed  until  1955, 
Michael  Tippett  was  busy  composing  his  The  Midsummer  Marriage. 

The  extraordinary  thing  about  Grimes  with  its  choice  of  George  Crabbe's  poem  "The 
Borough"  as  its  inspiration — George  Crabbe  was  a little-known  but  entirely  English  poet  of  the 
latter  half  of  the  eighteenth  century — is  how  totally  inexperienced  Britten  was  as  an  opera  com- 
poser. To  that  time  he  had  written  Paul  Banyan  in  1940  while  in  the  USA,  and  Banyan  is  very 
much  an  operetta  in  style,  i.e.,  with  separate  songs  and  ensembles  linked  by  dialogue.  In 
Grimes,  all  aspects  of  operatic  writing  are  handled  with  incredible  assurance,  the  chorus  and 
orchestra  are  given  unusually  prominent  roles  to  play  in  the  unfolding  of  the  drama,  the  large 
number  of  principal  roles  are  expertly  characterized  by  his  explicitly  clear  vocal  writing. 

A year  later,  Britten's  The  Rape  of  Lucretia  at  Glyndebourne  provoked  much  surprise.  After 
the  scale  of  Grimes  nobody  expected  a chamber  opera,  and  not  with  such  a different  theme. 
Glyndebourne  toured  The  Rape  of  Lucretia  but  Britten  realized  that  neither  in  the  economic  nor 
the  artistic  climate  of  the  country  at  this  time  could  he  rely  on  having  his  operas  performed  and 
performed  to  his  taste.  And — something  that  is  easily  overlooked — we  must  realize  that  Britten 
had  decided  that  he  was  going  to  compose  operas!  Certainly  no  composers  in  Britain  or  any- 
where else  in  the  world  were  thinking  in  this  way. 

With  characteristic  vision  and  great  practicality,  he  made  his  base  in  his  beloved  Aldeburgh, 
formed  his  own  company — The  English  Opera  Group — and  began  the  Aldeburgh  Festival. 

With  great  foresight  he  created  works  at  Aldeburgh  that  avoided  the  vast  expanse  of  large 
orchestras,  cast,  and  chorus,  or  which  required  well-equipped  theaters.  His  chamber  operas 
Albert  Herring,  The  Rape  of  Lucretia,  The  Turn  of  the  Screw,  and  works  like  Noyes  Tludde  and  Let's 
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Make  an  Opera  (written  for  children  and  amateurs),  and  then  The  Church  Parables,  showed  almost 
as  never  before  what  could  considerably  be  achieved  with  small  forces.  This  instinctive  practi- 
cality, combined  with  an  unnerving  sense  of  rightness  and  imagination  in  the  choosing  and  set- 
ting of  text  and  poetry,  I suppose  we  would  define  as  genius. 

In  a very  short  time  the  British  public,  critical  and  non-critical,  realized  that  at  last  we  had 
produced  a major  international  composer  and  that  a new  tradition  of  opera  and  vocal  writing  in 
the  English  language  was  being  established.  Certainly  I think  British  composers  were  inspired 
and  liberated  by  his  example;  and  again  with  that  practical  vision  Britten  commissioned,  at  the 
Aldeburgh  Festival,  chamber  operas  from  his  immediate  contemporaries  like  Lennox  Berkeley 
and  William  Walton,  and  from  the  younger  generation  of  composers  such  as  Gordon  Grosse, 
Peter  Maxwell  Davies,  and  Harrison  Birtwistle.  For  performers,  both  vocal  and  instrumental, 
his  works  are  challenging,  rewarding,  and  always  specific  in  their  demands.  The  wonderful 
aspect  of  the  operas  is  that  they  never  need  dramatic  "padding"  when  it  comes  to  putting  them 
on  stage  in  the  theater.  Britten  seems  to  compose  with  a stage  director's  eye,  as  well  as  a com- 
poser's ear.  This  perhaps  is  one  of  his  great  contributions  to  twentieth-century  opera. 

In  spite  of  the  fact  that  the  subject  matter  of  so  much  of  his  vocal  composition  is  inspired  by 
British  poetry  and  literature,  the  appeal  has  been  universal.  It  is  now  a certainty  that  at  any 
given  time,  somewhere  in  the  world,  there  is  a work  of  Benjamin  Britten's  either  being  per- 
formed or  in  rehearsal.  What  a testimony  to  the  power  and  appeal  of  his  works.  And  although 
he  wrote  other  large-scale  operas,  Peter  Grimes,  inspired  by  his  love  of  Aldeburgh  and  the 
Suffolk  coast  line,  has  a special  niche  in  the  hearts  of  performers  and  audiences  around  the 
world. 


Baritone  Benjamin  Luxon  is  a guest  teacher  at  Tanglewood  this  summer  and  was  himself  a noted 
Captain  Balstrode  in  Peter  Grimes. 


Aldeburgh  fishermen,  possibly  early  2920s 
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PETER  GRIMES 

The  Origins  of  Peter  Grimes : The  Clue  Whose  Meaning  We  Avoid 

by  Humphrey  Carpenter 

When  I was  writing  Benjamin  Britten's  biography,  it  was  my  job  to  ask  questions  rather  than 
answer  them.  Nevertheless  there  was  one  that  people  kept  asking  me:  "What  sort  of  music 
would  Britten  have  composed  had  he  never  met  Peter  Pears?" 

Hard  to  say,  of  course.  I think  there  are  glimpses  of  another,  less  obsessive  and  more  extro- 
vert Britten  in  Variations  on  a Theme  of  Frank  Bridge,  written  in  1937  before  his  relationship  with 
tenor  Pears  had  really  begun,  and  in  the  much  later  ballet  score  The  Prince  of  the  Pagodas  (1956), 
which  is  his  only  major  work  that  seems  to  be  completely  free  of  the  violation-of-innocence 
theme  that  was  his  usual  preoccupation.  But  who  knows? 

A more  profitable  question  might  be:  "What  would  have  happened  to  modern  opera  had 
Britten  never  written  Peter  Grimes ?"  It's  almost  impossible  to  exaggerate  Grimes's  effect  on  the 
medium.  The  Sadler's  Wells  company  in  London,  which  staged  Britten's  opera  in  June  1945,  a 
mere  month  after  VE  Day  had  marked  the  end  of  World  War  II,  had  scarcely  ever  performed  a 
modern  British  opera  before — the  last  ones  they  had  done  were  Macbeth  by  their  musical  direc- 
tor Lawrance  Collingwood  and  Greysteel  by  Nicholas  Gatty,  both  of  which  you  will  search  for 
in  vain  in  the  operatic  reference  books.  Somebody  suggested,  perfectly  seriously,  that  a more 
appropriate  work  to  mark  the  coming  of  peace  would  be  Edward  German's  Merrie  England,  first 
performed  in  1902.  Indeed,  between  Purcell  and  Peter  Grimes,  Britain's  only  lasting  contribu- 
tions to  opera  had  been  by  Gilbert  and  Sullivan. 

Grimes  showed  that  the  days  of  full-blooded  emotional  grand  opera  were  not  over,  making  it 
possible  for  a whole  new  generation  of  composers  (as  well  as  Michael  Tippett,  slightly  older 
than  Britten)  to  begin  work  confidently  in  the  genre.  Internationally,  Stravinsky  seems  to  have 
been  the  only  major  composer  to  resent  the  achievement  of  Grimes.  W.H.  Auden,  who  served  as 
librettist  to  both  composers,  carried  malicious  messages  between  Stravinsky  and  Britten,  who  in 
his  turn  despised  The  Rake’s  Progress  (Auden  told  Stravinsky  that  Britten  admired  the  opera 
very  much,  "everything  but  the  music"). 

Tippett  recalls  that,  even  before  the  premiere  of  Peter  Grimes,  Britten  told  him:  "I  am  possibly 
an  anachronism.  I am  a composer  of  opera,  and  that  is  what  I am  going  to  be,  throughout."  Yet 
until  Grimes,  there  had  been  little  to  suggest  that  opera  was  going  to  be  his  chief  metier,  or 
indeed  that  his  reputation  would  be  towering  and  international.  Before  Grimes,  written  when  he 
was  thirty,  he  had  merely  been  an  interesting  but  rather  wayward  prodigy.  Grimes  was  a water- 
shed for  him  as  much  as  for  opera. 


Born  November  22,  1913,  on  the  east  coast  of  England,  in  the  Suffolk  fishing  town  of 
Lowestoft,  a few  miles  from  the  setting  of  Peter  Grimes,  Britten  had  survived  the  rigors  of  the 
English  private  educational  system  and  had  entered  London's  Royal  College  of  Music  while 
still  a teenager.  Early  composition  lessons  from  Frank  Bridge  quickly  brought  him  to  a peak  of 
technical  competence,  while  uncertainties  about  his  sexual  orientation  (recorded  with  charming 
frankness  in  his  diary)  created  a powerful  inner  agenda  for  his  music.  After  a spell  writing 
experimental  scores  for  documentary  films,  he  began  to  get  significant  commissions  from  the 
BBC  and  other  musical  patrons,  and  to  be  recognized  as  an  important  young  voice  in  British 
music  of  the  late  1930s. 

In  1939  emotional  and  intellectual  restlessness  made  him  follow  W.H.  Auden  (with  whom  he 
had  collaborated  at  the  documentary  film  unit)  to  the  USA,  taking  with  him  the  slightly  older 
Peter  Pears,  who  had  been  working  for  the  BBC  Singers,  and  had  begun  to  be  part  of  Britten's 
tangled  emotional  and  sexual  life.  It  was  in  New  York,  where  they  lived  during  the  early  part  of 
World  War  II,  that  Britten  and  Pears  cemented  their  relationship  and  began  to  live  as  a couple. 
This  provided  Britten  with  the  stable  domestic  environment  he  needed  for  his  work. 

But  only  one  side  of  Britten's  emotional  needs  was  satisfied  by  Pears.  In  England,  he  had 
briefly  indulged  in  a passionate  relationship  with  somebody  much  younger,  and  intense  friend- 
ships with  boys  were  to  continue  to  the  end  of  his  life.  He  was  thus  constantly  faced  with  a 
choice:  to  select  the  safe  but  potentially  suffocating  domesticity  of  life  with  Pears;  or  to  take  the 
terrible  risks,  but  also  possibly  earn  the  emotional  rewards,  of  pursuing  relationships  with  boys. 
Auden,  shrewd  as  ever,  perceived  this,  and  expressed  Britten's  dilemma  in  a letter  to  him  which 
labeled  these  two  possible  courses  as  "bourgeois"  (domesticity  with  Pears)  and  "bohemian" 
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(the  pursuit  of  the  young).  He  wrote  to  Britten:  "Bohemian  chaos  alone  ends  in  a mad  jumble  of 
beautiful  scraps.  Bourgeois  Convention  alone  ends  in  large  unfeeling  corpses."  What  was  need- 
ed by  an  artist,  he  told  Britten,  was  "a  perfect  balance"  between  the  two. 

Auden's  letter  clearly  bit  deep,  for  Britten  was  to  spend  many  years  portraying  this  dilemma 
in  his  music,  particularly  his  operas.  Peter  Grimes  is  his  first  major  working-out  of  Auden's 
theme.  Peter,  the  outsider  from  Borough  society  because  of  his  (perceived)  murderous  inclina- 
tions towards  boys,  is  offered  the  possibility  of  safe,  bourgeois  domesticity  by  Ellen  Orford. 
Given  the  same  choice,  Britten  had  on  the  whole  opted  for  "Ellen"  (Pears),  with  occasional  for- 
ays into  the  bohemian  alternative. 


* * * * 


* 


In  fact  Britten  had  been  attracted  to  the  subject  matter  of  Peter  Grimes  before  Auden  had  writ- 
ten this  remarkable  letter,  and  probably  without  altogether  appreciating  its  relevance  to  his  per- 
sonal predicament.  In  the  summer  of  1941,  he  and  Pears  were  stuck  on  the  West  Coast,  staying 
in  California  as  guests  of  a piano  duo  (Ethel  Bartlett  and  Rae  Robinson),  with  little  money  and 
the  increasing  realization — at  least  on  Britten's  part — that  they  did  not  belong  in  the  United 
States.  Britten's  efforts  to  build  a reputation  in  America  had  not  succeeded.  His  Sinfonia  da 
Requiem,  performed  the  previous  year,  had  attracted  some  favorable  attention,  but  his  first 
opera,  Paul  Bunyan,  looked  likely  to  be  his  last.  Its  premiere  at  Columbia  University  in  May 
1941  had  earned  sneers  from  the  New  York  musical  press — the  very  notion  of  two  British  expa- 
triates (Britten  and  his  librettist  Auden)  staging  a mildly  satirical  version  of  an  American  folk 
legend  was  enough  to  cause  scorn.  To  be  fair  to  the  critics,  Britten's  Paul  Bunyan  score  was 
attractive  and  wistfully  tuneful,  but  was  deliberately  lightweight — it  had  been  written  with  an 
eye  to  Broadway  rather  than  the  Met — and  there  was  little  in  it  to  forecast  the  grandeur  of  Peter 
Grimes  and  Britten's  later  operas. 

It  was  while  Britten  and  Pears  were  staying  in  California  that  somebody — possibly  Auden — 
sent  them  a copy  of  the  British  journal  The  Listener,  which  regularly  reprinted  the  texts  of  talks 
recently  broadcast  by  the  BBC.  This  particular  issue  included  the  novelist  E.M.  Forster  praising 
the  Suffolk  poet  George  Crabbe  for  his  long  narrative  poem  "The  Borough"  (1810),  a series  of 
moral  tales  in  verse  about  local  characters  in  a fishing  town  that  is  recognizably  Aldeburgh, 
where  Crabbe  had  been  born  and  Britten  was  later  to  live.  Forster  particularly  highlighted  the 
story  of  Peter  Grimes:  "he  was  a savage  fisherman  who  murdered  his  apprentices  and  was 
haunted  by  their  ghosts."  This  brief  synopsis,  together  with  some  quotes  from  Crabbe's  descrip- 
tion of  the  Aide  estuary  (where  Britten  already  owned  a converted  mill),  was  enough  to  send 
Britten  and  Pears  around  the  rare  bookstores  of  California,  searching  for  the  full  text  of  Crabbe's 
poem.  They  found  it. 

Britten  was  homesick,  and  Forster  had  made  him  realise  this.  "We've  just  re-discovered  the 
poetry  of  George  Crabbe  (all  about  Suffolk!)  & are  very  excited — maybe  an  opera  one  day — !" 
he  wrote  to  a New  York  friend.  The  next  few  months  were  full  of  attempts  to  book  a passage 
back  to  England  through  submarine-infested  waters,  but  Britten  and  Pears  did  not  regain 
English  soil  until  April  1942.  However,  good  luck  took  them  to  Boston,  where  Koussevitzky  and 
the  Boston  Symphony  Orchestra  were  performing  Britten's  Sinfonia  da  Requieum,  and  the  con- 
ductor, whose  wife  had  just  died,  offered  Britten  $1,000  to  finance  his  projected  opera  from  a 
fund  to  be  established  in  her  memory.  In  return,  the  world  premiere  would  be  given  at 
Tanglewood. 

* * * * * 


George  Crabbe's  story  of  Peter  Grimes  is  a simple  tale.  Peter,  the  son  of  a God-fearing  fisher- 
man, goes  to  the  bad  after  his  father's  death,  stealing  as  well  as  fishing  to  pay  for  his  drink. 
Sheer  cruelty  motivates  his  acquisition  of  a pauper  boy  whom  he  can  beat  and  bully,  and  the 
people  of  the  Borough  connive  at  this  abuse: 

Some  few  in  town  observed  in  Peter's  trap 
A boy,  with  jacket  blue  and  woollen  cap; 

But  none  enquired  how  Peter  used  the  rope, 

Or  what  the  bruise,  that  made  the  stripling  stoop . . . 

None  reason'd  thus — and  some,  on  hearing  cries, 

Said  calmly,  "Grimes  is  at  his  exercise." 

Britten  takes  over  this  last  phrase  in  the  opera,  and  makes  it  into  the  sinister  motif,  symbolizing 
Grimes's  nameless  abuses  of  the  boy,  of  the  Passacaglia  which  precedes  the  hut  scene. 
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This  is  as  it  should  be;  but  Britten's  librettist,  Montagu  Slater,  seems  to  have  had  little  aware- 
ness of  the  sexual  overtones  of  the  opera — though  his  wife  Enid  was  one  of  Britten's  confidants 
about  his  private  life.  Slater,  a journalist,  had  written  left-wing  plays  in  the  1930s,  to  which 
Britten  had  contributed  incidental  music,  but  the  two  had  little  understanding  of  each  other's 
artistic  needs.  Slater  saw  Grimes  as  a victim  of  society,  driven  to  violence  by  the  iniquitous  class 
system— his  cruelty  to  his  apprentices  was  portrayed  as  the  consequence  of  his  efforts  to  make 
himself  rich  and  join  the  bourgeoisie.  Britten  would  have  found  a more  sympathetic  collabora- 
tor in  Pears,  who  had  made  notes  on  the  Grimes  story  during  their  voyage  home;  these  include 
some  lines  for  Grimes,  who  demands  of  the  boy  "Love  me  darn  you."  But  Pears  was  probably 
too  close  emotionally  to  Britten  to  be  his  librettist  (the  two  later  collaborated  on  A Midsummer 
Night's  Dream,  but  this  was  a cut-and-paste  job  rather  than  the  writing  of  an  original  libretto), 
and  it  would  have  been  extremely  risky,  in  the  1940s,  to  make  the  sexual  element  in  the  Grimes 
story  explicit.  In  any  case,  a far  better  opera  resulted  from  its  chief  agenda  remaining  hidden;  to 
use  Ellen's  words  when  the  boy's  jersey  is  washed  up  on  the  beach  in  Act  3,  at  the  center  of 
Peter  Grimes  is  "the  clue  whose  meaning  we  avoid." 

Britten  and  Slater  eventually  fell  out,  and  by  the  time  that  the  Sadler's  Wells  company  had 
agreed  to  premiere  the  opera — Koussevitzky's  festival  having  been  postponed  because  of  the 
war — Britten  was  asking  another  writer,  the  poet  Ronald  Duncan,  to  fill  in  gaps  in  the  libretto. 
Musical  composition  went  ahead  with  astonishing  fluency;  Britten  began  work  on  January  10, 
1944,  and  finished  the  huge  full  score  on  February  10,  1945,  apparently  having  experienced  few 
doubts  or  changes  of  mind  in  the  process.  In  the  early  days  of  composition.  Pears,  who  was  to 
sing  Peter  (after  a brief  period  in  which  the  role  was  envisaged  as  being  a baritone),  attempted 
to  make  a few  criticisms  of  the  music,  but  soon  realized  it  was  best  to  keep  out  of  Britten's  way. 

On  top  of  Crabbe's  original  text,  and  Slater's  broadening  of  it  into  a play  about  the  social 
and  financial  pretensions  of  a community,  was  now  laid  Britten's  subtle  and  complex  investiga- 
tion of  the  tortured  soul  of  a social  outsider.  Later,  he  and  Pears  would  attempt  to  persuade 
people  that  they,  too,  had  felt  outsiders  in  the  1940s  because  of  their  pacifism — they  had  both 
registered  as  conscientious  objectors  on  their  return  to  Britain,  and  had  been  exempted  from 
military  service  during  the  remainder  of  the  war.  Certainly  this  attracted  some  hostility  from 
the  musical  press.  But  Grimes  is  no  pacifist;  quite  the  reverse.  We  do  not  know  exactly  what  are 
the  full  depths  of  horror  inside  that  disjointed  personality,  but  it  is  Britten's  great  achievement 
to  make  him  simpatico  despite  his  dark  urges,  and  to  create  one  of  the  great  operatic  heroes  out 
of  a thoroughly  unheroic  personal  predicament. 


Born  in  Oxford,  and  educated  mostly  there,  Humphrey  Carpenter  worked  as  a BBC  staff  member  for 
six  years  before  becoming  a full-time  writer.  He  is  author  of  the  recent  biography  Benjamin  Britten 
(Charles  Scribner's  Sons)  and  has  previously  published  biographies  of  W.  H.  Auden  and  Ezra  Pound. 


High  tide  at  Atdeburgh,  March  1949 
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PETER  GRIMES 


For  Further  Reading 

Several  older  books,  though  hard  to  find,  are  worth  seeking.  These  include  Benjamin  Britten, 
Pictures  From  a Life,  1913-1976,  a quite  extraordinary  and  comprehensive  collection  of  photos 
(Scribners).  Eric  Walter  White's  Benjamin  Britten:  His  Life  and  Operas,  published  in  1970,  is  a 
good  introduction  to  Britten's  works  for  the  stage  to  that  point  in  the  composer's  career  (Faber). 
Michael  Kennedy's  Britten  in  the  ''Master  Musicians"  series  offers  detailed  consideration  of 
Britten's  life  and  works,  but  has  not  been  printed  in  the  United  States  (Dent  paperback). 

Though  Peter  Evans's  The  Music  of  Benjamin  Britten  is  out  of  print,  it  was  he  who  provided  the 
Britten  entry  to  The  New  Grove  Dictionary  of  Music  and  Musicians.  The  most  recent  biography, 
multi-faceted  and  large-scale,  is  Benjamin  Britten  (Scribners),  by  Humphrey  Carpenter,  who  has 
provided  an  essay  for  this  program  book.  Philip  Reed,  also  represented  in  this  program  book, 
was  co-editor  with  Donald  Mitchell  of  Letters  From  a Life:  The  Selected  Letters  and  Diaries  of 
Benjamin  Britten,  1913-1976  (Faber  and  Faber,  two  volumes);  Reed  is  currently  at  work  on  a third 
volume.  Also  valuable  are  the  Cambridge  Opera  Handbook  on  Peter  Grimes  edited  by  Donald 
Mitchell  (Cambridge  paperback),  and  the  English  National  Opera /Royal  Opera  guide,  edited 
by  Nicholas  John.  The  latter  treats  both  Peter  Grimes  and  Britten's  little-known  1953  opera 
Gloriana,  which  was  commissioned  to  mark  the  coronation  of  Queen  Elizabeth  II  (Riverrun 
paperback).  Portions  of  the  poem  that  inspired  Peter  Grimes — George  Crabbe's  "The  Borough" 
— are  included  in  a volume  of  Crabbe's  Selected  Poems  (Penguin  paperback). 

Peter  Grimes  on  Compact  Disc  and  Video 

For  an  opera  premiered  in  1945  to  have  received  four  complete  recordings,  and  to  have  all 
four  of  them  currently  available,  is  extraordinary.  The  two  oldest  recordings  of  Peter  Grimes, 
both  using  Covent  Garden  forces — the  earliest,  from  1958,  conducted  by  the  composer  with  the 
first  Grimes,  Peter  Pears,  as  protagonist;  and  the  second,  from  1978,  led  by  Colin  Davis  with  Jon 
Vickers  in  the  title  role — remain  indispensable.  None  of  the  four  is  more  inexorably  forward- 
moving  than  the  composer's  own.  Further,  the  close-up  recorded  acoustic  of  that  set,  while  still 
allowing  for  "stage  movement,"  heightens  the  immediacy  of  every  moment  while  simultane- 
ously conveying  the  fishbowl  claustrophobia  of  life  in  the  Borough.  The  Ellen  is  Claire  Watson, 
Balstrode  is  James  Pease,  and  the  other  roles — the  handling  of  which  is  crucial  to  conveying  the 


Sea  mist,  Aldeburgh,  1979 
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Borough's  small-town  atmosphere — are  taken  by  a close-knit  ensemble  of  players  who  make 
every  word  tell  (London,  three  full-priced  discs). 

For  the  historically-minded,  Pears  can  also  be  heard  as  Grimes  in  an  important  series  of  78s 
from  1948  under  Reginald  Goodall,  who  led  the  premiere.  (Some  of  this  material  was  only 
issued  for  the  first  time  as  part  of  its  recent  release  on  compact  disc.)  Also  featured  in  these 
excerpts  is  the  original  Ellen,  Joan  Cross,  whom  some  still  consider  unsurpassed.  These  are 
available  in  a two-disc  EMI  set  that  also  includes  a batch  of  Britten  folk  song  arrangements,  and 
excerpts  from  Britten's  Rape  of  Lucretia  recorded  under  Goodall  in  1947  (EMI,  two  mid-priced 
discs).  A 1969  BBC  television  production  with  Pears  and  Heather  Harper  under  Britten's  direc- 
tion has  been  preserved,  but  has  unfortunately  not  been  issued  commercially. 

Along  with  Jon  Vickers's  larger-than-life  Grimes,  we  get  from  Colin  Davis  a bigger,  weightier 
approach  to  the  score  than  Britten's,  with  greater  extremes  of  tempo,  a fuller,  more  theatrical 
recorded  acoustic,  and  such  vivid  characterizations  from  that  set's  expert  supporting  cast  that 
the  effect  of  the  Borough's  collective  consciousness  upon  Grimes's  tragedy  looms  even  larger 
than  in  the  composer's  own  set.  The  visceral  impact  of  Vickers's  performance  remains  undeni- 
able: his  final  scene  conveys  the  abject  desolation  of  human  heartbreak.  Heather  Harper  and 
Jonathan  Summers  are  an  outstanding  Ellen  and  Balstrode,  with  Patricia  Payne's  Mrs.  Sedley 
worth  singling  out  even  among  the  generally  excellent  Borough  folk  (Philips,  two  mid-priced 
discs).  Vickers  can  also  be  seen  in  a 1981  video  of  Elijah  Moshinsky's  1975  Covent  Garden  pro- 
duction under  Colin  Davis,  with  much  the  same  case  as  on  the  1978  audio  recording,  which 
followed  upon  that  same  production  (Pioneer). 

For  those  needing  all-digital  technology,  the  two  other  complete  recordings  are  much  more 
recent.  Anthony  Rolfe  Johnson  recorded  the  title  role  under  the  direction  of  BSO  principal  guest 
conductor  Bernard  Haitink  in  1992.  Once  again  the  chorus  and  orchestra  of  Covent  Garden  are 
an  extremely  strong  and  important  asset.  Felicity  Lott  is  a sensitive  Ellen,  Thomas  Allen  an 
excellent  Balstrode.  The  supporting  cast  is  a theatrically  canny  one,  with  Sarah  Walker's  Mrs. 
Sedley  and  Simon  Keenlyside's  Ned  Keene  well  worth  mentioning.  Rolfe  Johnson's  sympathetic 
Grimes  is  finely  detailed  and  movingly  human,  and  Haitink  builds  the  score  to  an  overwhelm- 
ing climax  as  the  townsfolk  head  off  after  Grimes  near  the  end  (EMI,  two  full-priced  discs). 

Finally  there  is  the  quite  recent  set  recorded  last  summer,  featuring  Philip  Langridge  in  the 
title  role  and  conducted  by  Richard  Hickox,  with  the  City  of  London  Sinfonia  and  the  London 
Symphony  Chorus.  Langridge's  Grimes  is  the  quintessential  outsider,  projecting  a force  of  per- 
sonality that  can't  help  but  set  him  in  opposition  to  those  around  him.  Alan  Opie  is  a first-rate 
Balstrode  whose  final  words  to  Grimes  are  inevitable,  yet  humanly  touching.  The  Ellen  is  Janice 
Watson.  Hickox's  conducting  proves  authoritative  and  exciting;  he  also  demonstrates  an  expert 
ability  to  sustain  and  release  tension  (Chandos,  two  full-priced  discs).  Langridge  can  also  be 
seen  in  a video  of  an  English  National  Opera  production  conducted  by  David  Atherton  and 
directed  by  Tim  Albery;  you'll  find  Alan  Opie's  Balstrode  there  too,  with  Janice  Cairns  as  Ellen 
(London). 

Leonard  Bernstein,  who  led  the  American  premiere  of  Peter  Grimes  at  Tanglewood  in  1946, 
included  the  Four  Sea  Interludes  on  the  last  concert  he  ever  conducted,  with  the  Boston  Sym- 
phony Orchestra  at  Tanglewood  on  August  19,  1990.  That  powerful  performance  has  been 
issued  on  compact  disc  together  with  Beethoven's  Seventh  Symphony  from  that  same  concert 
(Deutsche  Grammophon). 

—Marc  Mandel 


Marc  Mandel  is  Publications  Manager  of  the  Boston  Symphony  Orchestra. 
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PETER  GRIMES: 

A Chronology 


by  Philip  Reed 

I.  Composition  and  First  Performance 

1941 

May  29,  London 

An  essay  by  E.M.  Forster  on  the  Aldeburgh-born  poet  George 
Crabbe  (1754-1832),"George  Crabbe:  The  Poet  and  the  Man," 
originally  broadcast,  is  published  in  The  Listener. 

Summer,  California 

While  staying  with  Rae  Robertson  and  Ethel  Bartlett1  at 
Escondido,  near  Los  Angeles,  Britten  and  Pears  chance  upon 
Forster's  article.  Pears  finds  a copy  of  Crabbe's  poems2  in  a "Rare 
Book  Shop,"  probably  in  Los  Angeles.  Britten  later  was  to  com- 
ment, ".  . . it  was  in  California  in  the  unhappy  summer  of  1941, 
that,  coming  across  a copy  of  the  Poetical  Works  of  George 
Crabbe  "...  I first  read  his  poem,  'Peter  Grimes';  and,  at  this  same 
time,  reading  a most  perceptive  and  revealing  article  about  it  by 
E.M.  Forster,  I suddenly  realized  where  I belonged  and  what  1 
lacked."  In  a 1965  radio  discussion  about  E.M.  Forster,  Britten 
remarked,  with  a slightly  different  emphasis,  that  when  he  came 
into  possession  of  the  poem  in  California,  "in  a flash  I realized 
two  things:  that  I must  write  an  opera  and  where  I belonged." 

July  29,  Escondido, 
California,  Britten  to 
Elizabeth  Mayer3 

"We've  just  re-discovered  the  poetry  of  George  Crabbe  (all  about 
Suffolk!)  & are  very  excited  - maybe  an  opera  one  day  . . . !!" 

Summer  1941-March  1942 

Britten  and  Pears  work  on  a draft  synopsis  for  an  opera  based  on 
Crabbe's  poem,  "Peter  Grimes."  Although  they  undertook  prelim- 
inary work  towards  the  Grimes  libretto,  it  eventually  became 
apparent  that  they  needed  the  expertise  of  a professional  writer  to 
produce  a usable  libretto.  Britten  turned  to  Christopher  Isher- 
wood,4 at  that  time  earning  his  living  as  a writer  in  Hollywood. 

1942 

January  2-3,  Boston 

Serge  Koussevitzky5  gives  performances  of  Britten's  Sinfonia  da 
Requiem,  Op.  20,  with  the  Boston  Symphony  Orchestra;  the  com- 
poser attends.  Britten  must  have  discussed  the  proposal  for  a 
commission  from  the  Koussevitzky  Music  Foundation  during  this 
trip  to  Boston,6  and  perhaps  again  in  March  when  Koussevitzky 
conducted  Sinfonia  da  Requiem  in  New  York.  The  commission 
($1,000)  to  compose  Grimes  was  to  be  confirmed  in  mid-February. 

February  18,  Haverford, 
Pennsylvania, 
Christopher  Isherwood 
to  Britten 

"Thank  you  for  your  letter.  I'm  sorry,  but  I don't  see  any  possibili- 
ty of  collaborating  with  you  and  Peter  on  the  PETER  GRIMES 
libretto.  I have  thought  it  over  carefully:  it  surely  is  good  melo- 
dramatic material,  and  maybe  something  more  than  that:  the  set- 
ting is  perfect  for  an  opera,  I should  think.  But  the  real  point  is 
that  I'm  quite  sure  I shan't  have  the  time  for  such  work  for  many 
months  or  maybe  years  ahead;  and  frankly,  the  subject  doesn't 
excite  me  so  much  that  I want  to  make  time  for  it;  I mean,  to  use 
every  available  spare  moment  out  of  a life  like  the  one  I lead  at 
present,  or  in  a work  camp,  or  somewhere  even  more  strenuous. 
Also,  I doubt  very  much  if  collaborators  can  work  so  far  apart  as 
we  seem  likely  to  be.  So  let's  drop  it,  regretfully  but  finally  . . . 
Crabbe  returns  under  separate  cover."7 

50 


March  10, 

Amityville,  New  York, 
Britten  to 

Christopher  Isherwood 


April  17 


May  4,  London, 

Britten  to  Elizabeth  Mayer 


May  17,  London, 

Britten  to  Elizabeth  Mayer 

June 

June  5,  Princes 

Risborough, 

Buckinghamshire, 

Britten  to  Elizabeth 
Mayer 


June  12,  London, 
Britten  to  Peter  Pears 

June  17,  London, 
Britten  to  William 
Mayer 


"Please  forgive  me  for  not  having  answered  your  letter  nor 
acknowledged  Crabbe  before,  but  I have  been  horribly  busy  & 
worried  the  last  weeks  I am  afraid.  Well,  things  are  coming  to  a 
head  at  last,  thank  God  - and  there  is  something  tangible  to  face, 
instead  of  Consuls  and  Draft-boards  & Exit  Permits.  We  have  a 
boat,  leaving  sometime  next  Monday.  The  Brit.  Consul  is  gloomy 
about  the  sailing,  i.e.  that  there  hasn't  been  a more  unpleasant 
time  - but,  honestly  1 don't  worry  about  it  now.  I am,  and  have 
been  in  an  acute  work  crisis  these  last  6 months,  and  I truly 
believe  that  if  I am  intended  to  do  something  worth  while  I'll  get 
thro',  and  if  I'm  not  - well,  it's  a painless  way  out.  Peter  I know 
will  - he  is  the  kind  of  person  who  develops  late  in  life,  and  he 
hasn't  yet  done  what  he's  got  to  do. 

"I'm  not  really  happy  about  the  other  side.  It'll  be  lovely  to  see  my 
family  . . . and  all  again;  but  1 am  more  & more  (especially  after 
reading  Morgan  [ForsterJ's  [biography  of  Goldsworthy  Lowes] 
Dickenson  [s/c])  convinced  that  I cannot  kill,  so  it'll  be  a tribunal, 
& I am  scared  stiff  of  judges  & all  that.  But,  pray  for  me,  my  dear. 

I can't  pretend  that  I wasn't  disappointed  that  you  can't  do 
Grimes  with  me.  But  1 understand  of  course.  I knowr  that  as  it 
stands,  P.G.  is  no  more  than  a rather  bloodthirsty  melodrama;  but 
it  has  the  elements  of  what  I want  in  an  opera,  and  we  are  slowly 
but  surely  getting  nearer  to  a serious  plot.  Incidentally  alot  of 
your  hints  dropped  that  Saturday  afternoon  have  proved  useful  - 
thank  you!" 

Britten  and  Pears  land  at  Liverpool  on  returning  home  from  the 
USA.  They  have  continued  work  on  the  draft  libretto  on  their 
cross-Atlantic  voyage.  On  reaching  England,  Britten  invites 
Montagu  Slater8  to  write  the  libretto  for  Peter  Grimes. 

"Enid  & Montagu  Slater  are  delightful  & we  have  seen  a lot  of 
them  - M.  has  taken  to  Grimes  like  a duck  to  water  & the  opera 
is  leaping  ahead.  It  is  very  exciting  - I must  write  & tell  Koussey 
about  it.  He  [Slater]  has  splendid  ideas.  It  is  getting  more  and 
more  an  opera  about  the  community,  whose  life  is  'illuminated' 
for  this  moment  by  the  tragedy  of  the  murders.  Ellen  is  growing 
in  importance,  & there  are  fine  minor  characters,  such  as  the 
Parson,  pub-keeper,  'quack'-apothecary,  & doctor." 

"Next  week  Montagu  & Enid  Slater  are  coming  down  [to  Suffolk] 
with  me,  & we  shall  get  atmosphere  for  & discuss  'Peter  Grimes' 

- which  is  going  so  excitingly  now.' 

The  role  of  Grimes,  it  seems,  was  still  envisaged  by  the  composer 
for  baritone,  not  tenor.9 

"I  am  actually  down  in  the  country  staying  for  a few  days  with 
Montagu  & Enid  Slater,  and  working  with  M.  hard  on  the  libretto 
of  Peter  Grimes.  It  is  going  so  well  & I'm  very  keen  on  his  whole 
attitude  to  the  subject  - Very  simple,  full  of  respect  for  Crabbe, 
and  with  real  stage  experience.  My  ideas  are  crystallizing  nicely, 
and  I think  that,  given  the  opportunity,  we  can  make  a really  nice 
thing  of  it." 

"The  opera  is  going  well  - I am  delighted  with  Montagu's  attitude 
to  it,  & he's  steaming  ahead." 

"I  am  working  hard  on  the  opera  libretto  with  Montagu  Slater, 
and  it  is  going  along  well  - sticking  close  to  Crabbe  and  our  origi- 
nal sketch.  I hope  to  be  able  to  send  along  a copy  when  it  is  done. 
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June  24,  London, 
Britten  to  Bobby 
Rothman10 

I don't  know  when  I shall  be  able  to  start  the  music,  because  my 
plans  are  extremely  vague.  I'll  let  you  know  when  anything  defi- 
nite happens  . . 

"I  am  writing  an  opera,  all  about  a fishing  village,  full  of  storms, 
& sailing  boats,  & murders  - very  exciting!" 

September,  30 
Britten  to  Elizabeth 
Mayer 

. . the  opera  libretto  is  finished  (&  excellent  too)  & I'm  doing 
separate  vocal  works  with  Louis  MacNeice,11  whom  we  see  a 
great  deal  of,  & with  Montagu  Slater,  at  whose  house  I'm  now  in 
bed  and  Enid  is  looking  after  me  so  beautifully  - Carol  (youngest 
of  three,  do  you  remember  the  lovely  photograph?)  keeps  me 
amused." 

October  3,  London, 
Britten  to  William 
Mayer 

. . getting  on  very  well  with  the  opera  (the  first  draft  of  the 
libretto  is  done  - how  I wish  you  could  be  in  on  these  discussions, 
I am  sure  you  would  have  some  good  ideas." 

December  24,  London, 
Montagu  Slater  to 
Britten 

"I've  just  been  counting  words.  Peter  Grimes  libretto  is  just  over 
2/3  the  length  of  Don  Giovanni,  i.e.  in  12  average  pages  PG  has 
230,  DG  310  lines.  PG  has  72  DG  71  pages.  Which  makes  me  think 
we're  about  right." 

1943 

March  10, 

London,  Britten  to 
Enid  Slater 

"How's  Montagu?  - the  more  1 think  of  P.  Grimes  the  more  I like 
it  & get  excited  over  it.  The  trouble  is  that  I don't  think  anyone'll 
be  able  to  bear  it  on  the  stage!" 

March  11,  London, 
Britten  to  Peter  Pears 

"I  am  going  to  do  lots  of  work  on  P.  Grimes  today,  to  see  what 
really  is  wrong  with  it.  And  then  I shall  write  a long  letter  to 
Montagu  & hope  he  can  fix  it  abit.  I am  sure  it  isn't  fundamentally 
hopeless,  there  are  too  many  things  I like  about  it.  For  one  thing  it 
goes  naturally  into  operatic  form  - it  doesn't  embarrass  me  to 
think  of  those  people,  singing,  & singing  in  English.  And  another, 

I see  so  clearly  what  kind  of  music  I want  to  write  for  it,  & I am 
interested  in  the  people  & the  situations,  & interested  in  a musical 
way.  It  isn't  often  that  one  can  get  an  opera  scheme  that  comes  so 
near  what  one  wants.  I'm  beginning  to  feel  that  Montagu  may  not 
be  the  ideal  librettist . . 

Britten  to  Erwin 
Stein,  London 
March  12 

. . one  bit  of  good  work  I'm  doing  is  on  the  opera  libretto  - I am 
finding  lots  of  possibilities  of  improvement,  especially  the  charac- 
ter of  Grimes  himself  which  I find  doesn't  come  across  nearly 
clearly  enough.  At  the  moment  he  is  just  a pathological  case  - no 
reasons  & not  many  symptoms!  He's  got  to  be  changed  alot.13  But 
even  then,  I am  convinced  that  it  is  right  for  me  to  do  this  opera.  I 
am  too  interested  in  it  for  me  to  drop  it  now.  Even  if  it  doesn't 
come  out  very  well,  it'll  be  experience." 

March  21,  Snape, 
Britten  to  Peter  Pears 

"I  was  very  impressed  with  Joan  Cross  on  Monday,  you  know.  She 
has  the  most  lovely  warm  quality  in  her  voice  - really  the  only 
English  Soprano  who  does  something  to  one's  middle  like 
Lehmann  does.  Her  top  doesn't  seem  terribly  free  tho'  - but  that's 
lack  of  practice.  One  thing  I noticed  at  the  broadcast  - you  know 
when  the  two  voices  are  singing  high  in  octaves,  the  soprano 
(owing  to  the  higher  frequencies)  nearly  always  drowns  the  tenor 
- but  it  was  not  so  this  time.  You  were  finely  audible  all  the  time. 
The  voice  sounded  good  you  know." 
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April  6,  Snape, 
Britten  to  William 
Mayer 


December  8,  Britten  to 
Elizabeth  Mayer 


1944 

January  10,  Snape, 
Britten  to  Peter  Pears, 


[before  February  1 1 ], 
Snape,  Britten  to  Peter 
Pears 


[March  1],  Peter  Pears 
to  Britten 


[before  April  9],  Snape, 
Britten  to  Peter  Pears 


April  28,  London, 
Edwina  Jackson 
(Boosey  & Hawkes)  to 
Britten 


"Peter  is  with  Sadler's  Wells  Opera  company  these  two  weeks  . . . 
He  is  singing  so  well,  & acting  with  such  abandon,  that  he  is  well 
on  the  way  to  becoming  an  operatic  star  . . . When  1 write  it,  & if  it 
is  put  on  here,  1 hope  he'll  do  the  principal  part  in  Peter  Grimes. 
The  ideas  are  going  well,  but  I haven't  had  time  to  start  it  yet." 

After  listing  all  the  works  he  had  composed  in  1943,  Britten 
writes:  "And  THEN  I start  the  OPERA  - for  production  next 
Summer!  Isn't  that  exciting?  I shall  be  here  most  of  [the]  next  3 or 
4 months  doing  it  . . . The  friends  we  see  most  of  now  are:  Enid  & 
Montagu  Slater  (his  libretto  is  excellent  for  Grimes  now),  who  are 
both  well  & busy  . . ." 


"Well,  at  last  I have  broken  the  spell  and  got  down  to  work  on 
PG..  I have  been  at  it  for  two  days  solidly  and  got  the  greater  part 
of  the  Prologue  done.  It  is  very  difficult  to  keep  that  amount  of 
recitative  moving,  without  going  round  & round  in  circles,  I find 
- but  1 think  I've  managed  it.  It  is  also  difficult  to  keep  it  going 
fast  & yet  paint  moods  & characters  abit.  I can't  wait  to  show  it  to 
you.  Actually  in  this  scene  there  isn't  much  for  you  to  do  (I 
haven't  got  to  the  love  duet  yet)  [i.e.  "the  truth  . . . the  pity  . . . 
and  the  truth  . . .,"  the  duet  for  Grimes  and  Ellen  Orford];  it  is 
mostly  for  Swallow,  who  is  turning  out  quite  an  amusing, 
pompous  old  thing!  I don't  know  whether  I shall  ever  be  a good 
opera  composer,  but  it's  wonderful  fun  to  try  once  in  a way!" 

The  letter  ends:  "P.G.'s  going  to  be  a knock-out!" 

"After  a slow  start  P.G.  is  now  swimming  ahead  again  - I've 
nearly  finished  the  scene!  Montagu  & I have  made  some  good 
improvements  I think,  & I'm  writing  some  lovely  things  for  you 
to  sing  - I write  every  note  with  your  heavenly  voice  in  my  head." 

"Ben  my  darling,  Peter  Grimes  was  quite  madly  exciting!  Really 
tremendously  thrilling.  The  only  thing  you  must  remember  is  to 
consider  that  the  average  singer  hasn't  much  gift  for  intensity  off 
his  own  bat,  so  make  sure  that  the  tempi  etc  make  a tense  deliv- 
ery inevitable.  Actually  I feel  very  much  that  you  have  done  this, 
only  you  know  what  most  singers  are;  the  bit  I was  thinking  of 
was  Swallow  in  the  Prologue.  Can  it  sound  pompous  at  that 
pace?  Aggressive  yes  - & perhaps  that's  enough.  The  more  I hear 
of  it,  the  more  1 feel  that  the  queerness  is  unimportant  & doesn't 
really  exist  in  the  music  (or  at  any  rate  obtrude)  so  it  mustn't  do 
so  in  words.  P.G.  is  an  introspective,  an  artist,  a neurotic,  his  real 
problem  is  expression,  self-expression.  Nicht  war?  What  a part! 
Wow!" 

"I  wish  you  were  here;  when  I think  of  the  old  days  when  you 
could  just  hop  into  the  car  & arrive  at  anytime  day  or  night,  I 
want  to  cry.  But  perhaps  they'll  come  again,  one  day,  & one  will 
be  able  to  put  all  one's  mind  on  one's  work  - I think  that's  one 
reason  why  Grimes  is  being  such  a brute  at  the  moment.  Still,  I 
am  over  the  worst  now,  and  I can  at  least  see  ahead." 

"Mr  Ralph  [Hawkes]  says  you  will  be  interested  to  see  the  under- 
mentioned extract  from  a letter  received  recently  by  Heinsheimer 
[of  Boosey,  Hawkes,  Belwin,  Inc.,  New  York]  from  Koussevitzky: 

I am  happy  to  hear  that  Benjamin  Britten  is  about  to  complete 
the  opera  I commissioned  to  him.  I shall  certainly  have  no 
objections  if  the  opera  will  have  a performance  at  Sadler's 
Wells  Theatre  in  London  next  season." 
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May  9,  Snape,  Britten 
to  Peter  Pears 

"The  opera  is  going  ahead  at  last . . 

[May  11],  Peter 
to  Britten 

"I  had  to  sing  Boheme  last  night . . . Phew!  it's  dirty  music! 
However  it's  all  probably  a good  training  for  Peter  Grimes,  which 
is  after  all  what  I was  born  for,  nicht-wahr?" 

June  12,  Snape,  Britten 
to  Peter  Pears 

"My  bloody  opera  stinks,  & that's  all  there  is  to  it.  But  I dare 
say  that  I shall  be  able  to  de-odourise  it  before  too  long  - or  I'm 
hoping  so.  The  week-end  was  abit  hectic  - helping  organise  the 
concert . . . All  that  coupled  with  news  [the  D-day  landings] 
doesn't  exactly  help  P.G.  but  I hope  to  be  clearer  in  the  old  head 
from  now  onwards  . . 

[June"15-17],  Peter 
Pears  to  Britten 

"I  don't  believe  your  opera  stinks.  I just  don't  believe  it;  anyway  if 
it  does,  by  all  means  be-Jeyes  it,  and  have  it  as  sweet  as  its  writer 
for  me  when  I see  it." 

July  12,  Snape,  Britten 
to  Peter  Pears 

"I  had  a hectic  day  in  London  . . . had  lots  to  arrange,  saw  Ralph 
[Hawkes]  & fixed  about  P.G.  at  the  Wells  (I've  written  to  Joan 
[Cross])." 

July  16,  Snape,  Britten 
to  Peter  Pears 

"Well,  your  scene  with  the  apprentice  [Act  II  scene  2]  is  going  on 
well.  It  is  difficult  to  do,  & I get  terribly  upset  by  what  I'm  creat- 
ing, but  it  is  nearly  done,  & I think  will  be  good  & effective. 
There's  alot  of  stuff  for  you  to  get  your  teeth  in  to!" 

July  19,  Snape,  Britten 
to  Elizabeth  Mayer 

"The  opera  is  going  well  - I've  just  finished  Act  II,  & it  is  the  next 
production  after  Cosi  at  the  Wells.  Isn't  that  thrilling!  It  is  becom- 
ing a bigger  affair  than  I expected  and  so  topical  is  to  be  unbear- 
able in  spots!  I am  yearning  to  see  it  on  the  stage  - with  Peter, 
Joan  Cross,  & Kenneth's14  sets,  & perhaps  me  conducting!" 

August  6,  London, 
Peter  Pears  to  Elizabeth 
Mayer 

"Peter  Grimes  is  now  two-thirds  done.  The  2nd  Act  is  finished,  & 
Ben  is  starting  the  Third  with  confidence.  We  are  planning  to  do  it 
with  Sadler's  Wells  Opera  next  April.  The  first  Act  is  quite  terrify- 
ingly intense,  from  first  note  to  last.  Quite  shattering.  The  2nd 
is  warmer  & more  relaxed,  though  it  has  the  death  of  the  boy  at 
the  end  - It  will  be  terribly  difficult  to  do,  for  me  especially,  as  the 
part  is  so  dramatic  it  needs  a Chaliapin  - & my  voice  is  still  lyri- 
cal and  not  dramatic.  However,  it  was  a year  before  I could  tackle 
the  [Michelangelo]  Sonnets,  do  you  remember,  and  now  they  say 
I sing  them  best  of  anything.  So  perhaps  I shall  reach  Grimes  by 
April  - !" 

August  26,  Snape,  Britten 
to  Mary  Behrend15 

"The  opera  went  down  well  with  the  'powers'  at  Sadlers  Wells,  & 
most  arrangements  are  now  complete  for  the  production." 

[August  28],  Snape, 
Britten  to  Mary 
Behrend 

"The  opera  goes  on  well,  & I'm  working  very  fast  - it  looks  like  a 
race  between  the  war  & it ...  to  be  over  first,  but  I pray  the  for- 
mer will  win!" 

[?October],  Snape, 
Britten  to  Peter  Pears 

"I've  phoned  Ralph  & written  Joan  saying  that  she  will  get  her 
contract  [between  Boosey  & Hawkes  and  Sadler's  Wells]  at  once 
. . . Also  about  orchestra  - I hope  there's  not  going  to  be  any  hitch 
in  that  direction.  The  scoring's  going  quite  fast  - done  about  2/3 
prologue  in  a day  & a half." 

[between  October  28 
and  November  2],  Snape, 
Britten  to  Peter  Pears 

"I'm  writing  a nice  back-ground  for  you  to  sing  against." 
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November  8,  Snape, 
Britten  to  Peter  Pears 


November  20,  Snape, 
Britten  to  Peter  Pears 


1945 

February  10,  London, 
Britten  to  Mary 
Behrend 


February  24, 
[Manchester],  Britten 
to  Ronald  Duncan 


May  31,  Wigmore  Hall, 
London 


June  7,  Sadler's  Wells 
Theatre,  London 


[after  June  7],  Britten 
to  Mary  Behrend 

June  18,  London, 
Britten  to  Mrs  Wright18 


June  26,  London, 

Britten  to  Imogen  Holst19 


"1  had  a long  'go'  with  Eric16  on  the  opera  - as  far  as  I can  see, 
you  were  quite  wrong  in  your  hunch  - it  was  only  Joan's  nerves  - 
because  things  are  advancing  rapidly  from  Eric's  end  - if  only 
they  can  find  a theatre.  Eric  is  standing  out  against  Princes  for  it  - 
v.  rightly  too." 

"Lots  has  happened  since  we  spoke  - I've  been  to  London,  had  a 
mad  rushed  time,  did  200  things  in  3 days,  got  back  here  mid- 
Saturday  ...  & now  I'm  back  at  the  score  again  . . . 1 . . . had  a 
long  meeting  with  Eric.  I gather  things  are  moving  towards 
Covent  Garden  abit  - but  the  betting's  on  P.G.  at  Sadler's  Wells,  I 
think  now.  The  reproduced  vocal  score  is  lovely'.  Most  beautifully 
written  & reproduced  . . . Please  excuse  hurry,  but  I've  got  to  get 
on  with  score." 


"I  ought  to  have  written  ages  ago  - but  it's  this  wretched  opera 
which  has  taken  every  one  of  my  not-compulsory-active- 
moments!  ...  I have  actually  just  this  moment  written  "End"  to 
the  opera  score." 

"This  is  written  in  enormous  haste  & in  Joan  Cross's  dressing 
room  in  the  Opera  House!  (I  am  in  the  middle  of  opera  and  all  its 
consequences  now.)  . . . We  are  having  a terrific  time  with  Grimes 
- & Peter  & I are  pretty  well  re-writing  his  part.  Montagu  agreed 
to  the  new  mad-scene,  & I kept  your  part  in  it  fairly  quiet,  altho'  I 
murmured  that  you  helped  us  abit!17  Actually  your  work  in  that 
omens  well  for  our  future  work  together,  I think.  [Duncan  was  to 
be  the  librettist  of  Britten's  next  opera.  The  Rape  of  Lucretia.]" 

Concert-Introduction  to  Peter  Grimes,  in  which  a general  intro- 
duction by  Tyrone  Guthrie  and  an  outline  of  the  opera  by  Eric 
Crozier,  the  opera's  stage  producer,  were  given,  with  musical 
illustrations  provided  by,  among  others.  Pears  (Grimes),  Joan 
Cross  (Ellen  Orford),  Edith  Coates  (Auntie),  Roderick  Jones 
(Balstrode),  and  Owen  Brannigan  (Swallow),  with  Britten  at  the 
piano. 

The  triumphant  first  night  of  Peter  Grimes.  Time  magazine  report- 
ed after  the  event: 

Critical  judgements  apart,  it  was  a big  night  at  "The  Wells." 
Peter  Grimes  was  England's  first  new  opera  in  almost  ten  years. 
The  score  called  for  some  200  singers  and  musicians.  Gallery 
oldtimers  had  set  up  their  camp  stools  in  ticket  queues  24 
hours  in  advance.  Ecstatic  music-lovers  kept  throwing  bou- 
quets at  the  cast  and  composer  until  the  historic  old  stage  was 
carpeted  with  flowers.  The  peerage  showed  up  in  more  furs, 
white  ties  and  tiaras  than  Londoners  had  seen  since  the  war 
began. 

"We  are  excited  about  the  way  it's  going." 


"Thank  you  for  your  kind  letter  of  appreciation  about  Peter 
Grimes.  I am  awfully  glad  you  liked  it.  We  are  all  of  course  very 
excited  that  it  is  going  so  well,  & that  people  are  turning  up  so 
numerously  to  see  it.  It  looks  as  if  the  old  spell  on  British  opera 
may  be  broken  at  last!" 

"Thank  you  for  your  kind  letter  about  Peter  Grimes.  I am  so  glad 
that  the  opera  came  up  to  your  expectations,  & it  is  sweet  & gen- 
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erous  of  you  to  write  so  warmly  about  it.  I must  confess  that  I am 
very  pleased  with  the  way  that  it  seems  to  "come  over  the  foot- 
lights/' and  also  with  the  way  the  audience  takes  it,  & what  is 
perhaps  more,  returns  night  after  night  to  take  it  again!  I think  the 
occasion  is  actually  a greater  one  than  either  Sadler's  Wells  or  me, 
1 feel.  Perhaps  it  is  an  omen  for  English  Opera  in  the  future.  Any- 
how I hope  that  many  composers  will  take  the  plunge,  & I hope 
also  that  they'll  find  as  I did  the  water  not  quite  so  icy  as  expected!" 


II.  Subsequent  Stage  History,  Recordings,  etc. 


1946 

February  7,  Sadler's 
Wells  Theatre,  Lond 

March  21,  Stockholm 

May  6,  Basel 


May  25,  Antwerp 
June  1/5,  Zurich 


August  6/7/9 , 
Tanglewood,  Lenox, 
Massachusetts 


Revival  of  Crozier's  original  production,  with  Pears  as  Grimes 
and  Joan  Cross  as  Ellen  Orford.  Reginald  Goodall  conducts. 

Swedish  premiere  (sung  in  Swedish?) 

Swiss  premiere  (sung  in  German),  conducted  by  Alexander 
Krannhals  and  directed  by  Egon  Neudegg.  Britten  and  Pears 
attend  a later  performance,  following  which  Britten  writes  to 
Erwin  Stein  (May  24): 

Everyone  is  amazed  at  what  that  theatre  has  achieved.  It 
seems  only  a small  establishment  of  no  great  repute;  but  their 
Grimes  is  quite  something,  & it's  all  due  to  the  terrific  efforts 
& devotion  of  Cranhalls,  who  is  really  gifted.  The  Grimes  him- 
self is  remarkable  & a real  personality  - but  for  my  taste,  far 
too  dotty,  & not  sympathetic  enough  - not  enough  singing. 
After  all  the  emotions  in  opera  should  be  conveyed  in  singing 
- but,  after  seeing  one  Act  of  [Strauss's]  Arabella  the  other  day, 
that  idea  seems  a bit  forgotten.  The  Chorus  is  good  - Ellen, 
poor  - Balstrode  Excellent  - sets  ordinary,  production  - well,  as 
you  said  before  Eric  is  a good  producer,  isn't  he?  Terrific  recep- 
tion - much  bigger  than  the  Wells  - after  being  given  laurelsO), 
& bowing  from  the  box,  I was  literally  hauled  onto  the  stage 

Belgian  premiere  (sung  in  Flemish) 

Two  performances  (sung  in  German)  at  the  Zurich  Stadttheater  as 
part  of  the  Ziiricher  Theaterwochen,  conducted  by  Robert 
Denzler  and  directed  by  Hans  Zimmermann.  The  roles  of  Grimes 
and  Ellen  are  sung  by  Pears  and  Joan  Cross.  Britten  advises  at 
rehearsals  and  attends  both  performances.  He  reported  to  Erwin 
Stein  (May  24): 

. . . the  orchestra  is  magnificent.  Dentzler,  after  a slow  start,  is 
really  taking  great  trouble,  & showing  considerable  under- 
standing. Peter  & Joan  have  a great  deal  of  personal  success,  & 
they  all  admire  their  voices,  skill  & simplicity,  more  than  they 
can  say.  Of  course  there  are  the  blase  ones  - the  Swallow  who 
prefers  to  sing  Boris  Godonov  - but  99%  of  the  chaps  are  good 
(Balstrode,  Keene,  Auntie  first  rate)  & immensely  keen. 
Production  is  not  over-imaginative,  but  very  efficient,  & very 
co-operative.  But  I wish  you  could  hear  it  if  only  for  the 
Interludes,  & the  hut-scene  which  with  Peter  is  most  moving. 
The  little  boy  is  very  pathetic,  & a good  actor  . . . 

US  premiere.  Koussevitzky  protege  Leonard  Bernstein  conducts 
student  forces  in  a production  directed  by  Eric  Crozier  and  Frederic 
Collen.  Britten  makes  his  first  trans-Atlantic  flight  to  be  present. 
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December  7,  Rome 


Italian  premiere,  a Radio  Italiana  broadcast. 


1947 

March  8,  Sydney 
March  11,  La  Scala,  Milan 


November  6,  Covent 
Garden,  London 


December 


1948 

February  12, 
Metropolitan  Opera, 
New  York 


May  27-29,  Stanford, 
California 

Jul  12/14/16-17,  London 


Australian  premiere:  a broadcast  concert  performance  from  the 
New  South  Wales  Conservatorium. 

Italian  stage  premiere  (sung  in  Italian),  designed  by  Caspar 
Neher,  with  Giacinto  Prandelli  (Grimes)  and  Susanna  Danco 
(Ellen).  Tullio  Serafin  conducts. 

First  performance  of  a new  production  by  Tyrone  Guthrie,  with 
designs  by  Tanya  Moiseiwitsch,  with  Pears  (Grimes)  and  Joan 
Cross  (Ellen).  Karl  Rankl,  Covent  Garden's  music  director,  con- 
ducts, although  some  performances  are  conducted  by  Reginald 
Goodall.  The  production  is  toured  to  Brussels  and  Paris  in  1948, 
and  to  major  UK  centres  the  following  year. 

The  first  recordings  of  the  Four  Sea  Interludes  from  Grimes  are 
released:  Eduard  van  Beinum  conducting  the  Concertgebouw 
Orchestra  (the  discs  include  the  Passacaglia),  and  Malcolm 
Sargent  conducting  the  London  Symphony  Orchestra.  It  says 
much  for  Britten's  reputation  - and  that  of  Peter  Grimes  - that  a 
major  European  orchestra  under  its  principal  conductor  and  a 
leading  British  orchestra  and  a fashionable  conductor  were  to 
make  concurrently  the  first  recordings  of  these  concert  extracts  at 
a time  when  the  opera  was  still  very  much  a contemporary  piece. 

Also  in  1947  were  productions  of  Grimes  in  Prague  (a  broadcast), 
Mannheim,  Hamburg,  Berlin,  Brno,  Graz,  Copenhagen  (Danish 
premiere),  and  Budapest  (Hungarian  premiere).  Within  little  more 
than  two  years  since  its  launch.  Grimes  already  had  been  per- 
formed in  sixteen  foreign  centres. 


The  Met's  first  production  of  Peter  Grimes,  in  which  the  title  role 
was  sung  by  Frederick  Jagel,  Ellen  Orford  by  Regina  Resnik  and 
Balstrode  by  John  Browne.  Emil  Cooper  conducts  and  the  pro- 
duction is  directed  by  Dino  Yannapolis.  The  Met  gave  a single 
performance  in  Los  Angeles  as  part  of  a nine-week  nationwide 
tour.  The  New  York  Times  reported  that  the  LA  performance  was 
"the  biggest  success  of  the  season  so  far,  though  it  had  been  pre- 
ceded by  such  accepted  masterworks  as  'Carmen'  and  'Die 
Walkure,'"  and  attracted  6,000  people. 

The  Stanford  University  Opera  Workshop  presents  three  staged 
performances. 

During  sessions  held  at  HMV's  No.  1 Studio,  Abbey  Road,  the 
BBC  Theatre  Chorus  and  the  Orchestra  of  the  Royal  Opera  House, 
Covent  Garden,  conducted  by  Reginald  Goodall,  record  six 
extracts  from  Peter  Grimes.  The  soloists  are  Pears  (Grimes),  Joan 
Cross  (Ellen),  and  Tom  Culbert  (The  Rector),  all  repeating  their 
original  roles.  Britten  had  reservations  about  the  quality  of  the 
recording  and  none  of  it  was  issued  at  the  time.  In  1972  eight  of 
the  original  eleven  sides  were  issued  on  LP,  and  in  1993  all  eleven 
sides  were  issued  in  excellent  digital  transfers. 

During  1948  Grimes  was  also  seen  in  a production  at  Oldenburg 
(sung  in  German),  and  the  following  year  in  Helsinki  (Finnish 
premiere)  and  Strasbourg  (sung  in  French). 
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1950 

February,  Covent 
Garden,  London 

Tyrone  Guthrie's  production  is  revived,  with  Reginald  Goodall 
conducting. 

1951-52 

Grimes  is  given  at  Schwerin  (sung  in  German;  1951)  and  at  Ravag 
(a  broadcast;  1952).  The  CBC,  Toronto,  broadcast  the  opera  in 
February  1952. 

1953 

May,  Boston, 
Massachusetts 

Excerpts  given  at  the  New  England  Conservatory. 

November,  Covent 
Garden,  London 

Reworking  of  the  1947  production  by  John  Cranko,  with  Moisei- 
witsch's  designs  adapted  by  Roger  Ramsdell.  Pears  in  the  title 
role  with  Sylvia  Fisher  as  Ellen. 

Grimes  is  also  seen  in  Bordeaux  (sung  in  French). 

1954-57 

Performances  in  Brussels  (sung  in  French;  1954),  Amsterdam's 
Stadscchouwburg  (1955),  with  Frans  Vroons  as  Grimes,  and  at 
Zagreb  (sung  in  Serbo-Croat;  1955).  Britten  and  Pears  attend  a 
performance  of  the  Zagreb  production,  which  Pears  described  in 
a letter  to  the  artist  Mary  Potter:  "Very  slow  indeed,  & an  Ellen 
with  a cold,  a dull  production,  but  a good-singing  rather  dim 
Grimes  & an  enormous  loud  good  chorus  . . ." 

In  1956  Grimes  is  seen  in  Tokyo  for  the  first  time,  and  the  follow- 
ing year  in  Hanover. 

1958 

January  29,  Covent 
Garden,  London 

Revival  with  Pears  (Grimes),  Sylvia  Fisher  (Ellen)  and  James 
Pease  (Balstrode),  conducted  by  Rafael  Kubelik.  In  December 
the  cast  of  this  production,  with  the  exception  of  Fisher  who  was 
replaced  by  Claire  Watson,  make  the  first  complete  recording  of 
the  opera,  conducted  by  the  composer.  Reginald  Goodall  kindly 
helped  out  at  the  later  sessions  after  Britten  had  damaged  his 
shoulder.  The  recording  was  to  be  released  the  following  year  to 
critical  acclaim.  It  has  never  left  the  catalogue  since. 

In  1958  Grimes  is  also  seen  in  Melbourne  and  Warsaw. 

1960 

November,  Covent 
Garden,  London 

Revival  of  the  Covent  Garden  production  (rehearsed  by  Ande 
Anderson),  with  Pears  and  Claire  Watson  (Ellen).  This  production 
is  revived  again  in  1961  and  1962. 

Also  in  1960  are  productions  in  Trieste  and  Cincinnati. 

1961 

Productions  in  Rome  and  Montevideo. 

1963 

October,  Sadler's 
Wells  Theatre, 
London 

The  first  new  production  by  the  Sadler's  Wells  Company  since 
1945,  directed  by  Basil  Coleman  and  designed  by  Alan  Tagg,  with 
Ronald  Dowd  (Grimes)  and  Elizabeth  Fretwell  (Ellen).  Meredith 
Davies  conducts. 

1965 

July  and  October, 
Mariinsky  Theater, 
Leningrad;  Bolshoi 
Theater,  Moscow 

First  USSR  performances  conducted  by  Djemal  Dalgat. 
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1967 

January  28, 
Metropolitan  Opera, 
New  York 

Tyrone  Guthrie  and  Tanya  Moiseiwitsch  mount  a new  produc- 
tion which  also  marks  the  debut  of  Jon  Vickers  in  the  title  role. 
Colin  Davis  conducts,  with  Lucine  Amara  as  Ellen  and  Geraint 
Evans  as  Balstrode. 

April,  Sadler's 
Wells  Theatre,  London 

Pears  sings  the  title  role  in  Basil  Coleman's  production. 

1968 

June  15,  Sadler's  Wells 
Theatre,  London 

Grimes  is  given  as  the  final  performance  by  the  Sadler's  Wells 
Company  in  the  Sadler's  Wells  Theatre.  Later  that  year  the  com- 
pany were  to  take  the  name  English  National  Opera. 

August,  Edinburgh 
Festival 

Scottish  Opera  mount  a new  production  by  Colin  Graham,  with 
designs  by  Alix  Stone.  Richard  Cassilly  takes  the  title  role,  with 
Phyllis  Curtis  as  Ellen.  Alexander  Gibson  conducts. 

1969 

February,  Snape 
Makings,  Suffolk 

Britten  conducts  a BBC  TV  recording  of  the  opera,  with  Pears 
(Grimes)  and  Heather  Harper  (Ellen),  which  is  broadcast  later 
that  year. 

1973 

New  production  at  San  Francisco  (revived  in  1976) 

1974 

New  production  in  Chicago  (also  seen  at  Dallas  in  1980) 

1975 

Covent  Garden,  London 

New  production  by  Elijah  Moshinsky,  with  Vickers  (Grimes) 
and  Heather  Harper  (Ellen),  conducted  by  Colin  Davis.  This  pro- 
duction is  subsequently  recorded  (audio  in  April  1978,  video  in 
1981).  The  70th  performance  of  Grimes  at  Covent  Garden  is  given 
on  March  24,  1977,  in  memory  of  Britten,  who  had  died  on 
December  4,  1976. 

1978 

Cardiff 

New  production  by  Welsh  National  Opera  by  John  Copley,  con- 
ducted by  Richard  Armstrong,  with  John  Mitchinson  (Grimes) 
and  Josephine  Barstow  (Ellen). 

1981 

Productions  in  Berlin,  Paris  (sung  in  English),  and  Cologne. 

1983 

Revived  for  the  Metropolitan  Opera's  centenary  season. 

1986 

New  production  by  the  Australian  Opera,  Sydney. 

1988 

New  production  as  part  of  the  Maggio  Musicale,  Florence. 

1990 

New  production  in  Dublin. 

1991 

May,  London  , 
Colesium,  English 
National  Opera 

New  production  by  Tim  Albery,  conducted  by  David  Atherton, 
with  Philip  Langridge  (Grimes)  and  Josephine  Barstow  (Ellen). 
The  production  is  revived  in  1994  and  televised. 

1992 

May,  Glyndebourne 
Festival  Opera 

New  production  by  Trevor  Nunn,  with  Stephan  Drakulich 
(Grimes)  and  Vivian  Tierney  (Ellen).  Andre  Davis  conducts.  The 
production  is  revived  in  1994  with  Anthony  Rolfe  Johnson  in  the 
title  role. 
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June  New  recording  conducted  by  Bernard  Haitink,  with  Rolfe 

Johnson  (Grimes)  and  Felicity  Lott  (Ellen). 

1994 

April,  Glasgow  New  Scottish  Opera  production  by  Joachim  Hertz,  conducted  by 

Richard  Armstrong,  with  Rolfe  Johnson  (Grimes)  and  Rita  Cullis 
(Ellen) 


1995 

March,  Chatelet  New  production  by  Adolf  Dresen,  conducted  by  Jeffrey  Tate,  with 

Theatre,  Paris  Thomas  Moser  (Grimes)  and  Nancy  Gustafson  (Ellen). 


June  17,  Snape, 
Maltings  Concert  Hall, 
Suffolk 


Aldeburgh  Festival:  Peter  Grimes  Gala,  a concert  including  music 
by  Mahler,  Berg,  Britten  (the  Sea  Interludes  and  Passacaglia  from 
Grimes,  and  Sinfonia  da  Requiem),  and  Shostakovich. 


July/ August 


New  recording  conducted  by  Richard  Hickox,  with  Philip 
Langridge  (Grimes)  and  Janice  Watson  (Ellen). 


1996 

February,  Vienna 
State  Opera 


New  production  by  Christine  Mielitz,  conducted  by  Mstislav 
Rostropovich,  with  Neil  Shicoff  (Grimes)  and  Nancy  Gustafson 
(Ellen). 


July  28/30,  Tanglewood,  Performances  to  mark  the  50th  anniversary  of  the  US  premiere  in 

Lenox,  Massachusetts  1946,  conducted  by  Seiji  Ozawa  with  Tanglewood  Music  Center 

Orchestra  and  Vocal  Soloists. 


© 1996  Philip  Reed 


NOTES 

1 Rae  Robertson  (1893-1956),  Scottish  pianist,  and  his  wife,  Ethel  Bartlett  (1896-1978),  English  pianist,  who,  from  1928, 
toured  extensively  as  a piano  duo.  Britten  composed  three  pieces  for  them:  his  Introduction  and  Rondo  alia  Burlesca,  Op.  23 
No.  1 (1940);  the  Mazurka  Elegiaca,  Op.  23  No.  2 (1941);  and  the  Scottish  Ballad,  Op.  26  (1941).  Britten  and  Pears  stayed  with 
the  Robertsons  from  June  1941,  returning  to  New  York  in  mid-September. 

- The  Poetical  Works  of  the  Revd  George  Crabbe,  edited,  with  a life,  by  his  son.  A new  edition  (London:  John  Murray,  1851).  The 
copy  was  inscribed  by  Pears  thirty-six  years  after  its  purchase:  "I  bought  this  book  at  a / Los  Angeles  [above,  probably 
added  in  1 982:]  ?San  Diego  book-seller  in  1941  / and  from  this  we  started  work  on  the  plans  for  making  / an  opera  out 
of  'Peter  Grimes.'  / Peter  Pears  / [rule]  / Aldeburgh  1978  / (re-written  1982)."  Although  there  was  clearly  some  doubt  in 
Pears's  mind  in  1982  about  exactly  where  the  Crabbe  volume  was  acquired,  the  mention  by  Pears  of  a visit  to  a "marvel- 
lous Rare  Book  shop"  in  Los  Angeles  on  July  1 (letter  to  Elizabeth  Mayer,  July  5,  1941),  suggests  that  it  was  there,  and  not 
in  San  Diego,  that  the  historic  volume  was  obtained. 

3 Elizabeth  Mayer  (1884-1970),  who  with  her  husband,  the  doctor  and  psychiatrist  William  Mayer  (1887-1956),  and  their 
family  - two  sons  (Michael  and  Christopher)  and  two  daughters  (Beata  and  Ulrica)  - were  to  become  the  most  important 
figures  in  Britten's  and  Pears's  lives  during  their  period  in  the  United  States  between  1939  and  1942.  Britten  and  Pears 
lived  intermittently  with  the  Mayers  in  Amityville,  New  York.  Mrs  Mayer  was  the  dedicatee  of  the  "Interlude"  (No.  6) 
from  Les  Illuminations,  Op.  18,  and  of  the  Hymn  to  St  Cecilia,  Op.  27. 

^ Christopher  Isherwood  (1904-1986),  English  novelist,  who  was  friend  of  Britten's  from  the  1930s.  (Britten  describes 
Isherwood  in  his  diary  entry  for  March  15,  1937,  as  "a  grand  person;  unaffected,  extremely  amusing  & devastatingly 
intelligent.")  For  two  of  the  plays  Isherwood  wrote  with  W.H.  Auden  - The  Ascent  of  F6  (1936)  and  On  the  Frontier  (1938)  - 
Britten  composed  incidental  music. 

Serge  Koussevitzky  (1874-1951),  Russian-born  American  conductor  of  the  Boston  Symphony  Orchestra  1924-49,  whom 
Aaron  Copland  had  introduced  to  Britten  at  Tanglewood  in  the  summer  of  1939,  and  who  was  to  become  one  of  the  most 
influential  advocates  of  Britten's  music  during  his  years  in  the  United  States  and  after.  The  Koussevitzky  Music 
Foundation  was  later  to  commission  Britten's  Spring  Symphony  (1948). 
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6 "Opera's  New  Face,"  Time  (February  16,  1948):  66:  . . he  went  to  see  Conductor  Serge  Koussevitzky,  who  had  played 

some  of  Britten's  music.  Koussevitzky  gave  him  $200  a month  for  five  months  to  write  an  opera.  Says  Koussevitzky:  'If 
he  had  asked  more  we  would  have  paid  it.'" 

2 In  1981  Isherwood  commented  on  this  letter:  "How  fortunate  that  I didn't  attempt  to  write  the  opera!  I was  absolutely 
convinced  that  it  wouldn't  work.  And,  when  I saw  it  on  stage,  I was  astonished  - I mean,  of  course,  as  a dramatic  piece  - 
I never  doubted  that  Ben,  as  a composer,  could  rise  to  any  occasion!" 

® Montagu  Slater  (1902-1956),  English  poet,  playwright,  editor,  and  literary  critic,  prominent  in  left-wing  circles  in  the 
1930s  and  after.  He  first  met  Britten  when  both  men  were  working  for  the  GPO  Film  Unit  and  in  subsequent  year  collabo- 
rated with  him  in  a variety  of  theatrical  projects,  many  of  them  of  a quasi-political  nature  (e.g.  Slater's  plays.  Stay  Down 
Miner  and  Easter  1916).  One  of  Slater's  last  appointments  was  Head  of  Scripts  in  the  Film  Division  of  the  wartime 
Ministry  of  Information,  which  led  to  one  further  collaboration  post-Grimes:  he  wrote  the  script  for  the  original  film  ver- 
sion of  The  Young  Person's  Guide  to  the  Orchestra  (1946).  His  wife,  Enid  (1903-1988),  was  the  noted  photographer. 

4 The  first  indication  among  the  surviving  documents  that  Pears  was  destined  to  sing  the  title  role  occurs  in  a letter  from 
Britten  to  William  Mayer  (April  6,  1943). 

1,1  Bobby  Rothman,  the  son  of  David  Rothman  (1896-1981),  owner  of  a hardware  store  at  Southold,  Long  Island.  David 
Rothman  was  involved  in  the  semi-professional  Suffolk  Friends  of  Music  Orchestra  that  Britten  conducted  in  1941 . 

" Louis  MacNeice  (1907-1963),  Irish  poet  and  playwright.  MacNeice  made  a translation  of  Aeschylus's  Agamemnon,  first 
produced  by  the  Group  Theatre  in  November  1936  with  incidental  music  by  Britten,  and  collaborated  again  with  the 
composer  the  following  year  when  the  Group  Theatre  produced  MacNeice's  play.  Out  of  the  Picture.  MacNeice  had  seen 
Britten  and  Pears  during  1940  when  visiting  the  United  States.  He  resumed  a collaboration  with  the  composer  in  1942, 
when  Britten  provided  incidental  music  for  three  wartime  propaganda  programs  for  a series  entitled  Britain  to  America, 
and  The  Dark  Tower  (1946).  MacNeice  was  married  to  the  chanteuse  Hedli  Anderson,  for  whom  Britten  and  Auden  com- 
posed their  Cabaret  Songs. 

The  "separate  vocal  works"  mentioned  by  Britten  in  his  letter  to  Elizabeth  Mayer  is  his  "Cradle  Song,"  a setting  of 
MacNeice's  "Sleep,  my  darling,  sleep,"  published  by  Faber  Music  in  1994. 

Erwin  Stein  (1885-1958),  Austrian-born  conductor,  editor,  publisher,  and  writer,  who  had  been  a pupil  of  Schoenberg. 
After  the  Anschluss,  Stein  and  his  family  left  Vienna  in  1938  and  came  to  work  as  an  editor  at  Boosey  & Hawkes  in 
London.  A strong  professional  relationship  and  personal  attachment  to  Stein  and  his  family  was  consolidated  in  1944 
when,  a fire  having  destroyed  the  Steins'  London  flat,  Britten  and  Pears  invited  them  to  share  their  London  home.  He 
prepared  vocal  scores  of  many  of  Britten's  works,  including  Peter  Grimes.  The  Rape  of  Lucretia  is  dedicated  to  him  and  it 
was  for  Stein's  sixtieth  birthday,  in  November  1945,  that  Britten  composed  his  "Birthday  Song  for  Erwin,"  to  words  by 
Ronald  Duncan. 

12  Britten  was  later  to  comment:  "A  central  feeling  for  us  was  that  of  the  individual  against  the  crowd,  with  ironic  over- 
tones for  our  own  situation.  As  conscientious  objectors  we  were  out  of  it.  We  couldn't  say  we  suffered  physically,  but  nat- 
urally we  experienced  tremendous  tension.  1 think  it  was  partly  this  feeling  which  led  us  to  make  Grimes  a character  of 
vision  and  conflict,  the  tortured  idealist  he  is,  rather  than  the  villian  he  was  in  Crabbe." 

I'l  Kenneth  Green  (1905-1986),  Suffolk-born  artist  and  stage  designer  who  designed  the  costumes  and  sets  for  the  first 
production  of  Peter  Grimes. 

12  Notable  patroness  of  the  arts  (1883-1977),  together  with  her  husband  John  Louis  (known  as  "Bow").  She  was  to  com- 
mission Britten's  Second  String  Quartet  in  1945. 

Ik  Eric  Crozier  (1914-1994),  English  director  and  librettist.  He  was  the  director  of  the  first  production  of  Peter  Grimes  in 
1945. 

12  Duncan  had  assisted  Britten  in  revising  the  so-called  "Mad  Scene"  in  Act  III  scene  2 of  Grimes.  The  revisions  were 
made  at  West  Mill,  Duncan's  home  in  North  Devon.  Duncan  recounted  in  Working  with  Britten:  A Personal  Memoir 
(Welcombe:  The  Rebel  Press,  1981): 

When  1 had  seen  Ben  in  London  a few  weeks  before  he  came  to  Devon,  he  had  told  me  that  he  had  run  into  diffi- 
culties with  the  libretto  of  Peter  Grimes  and  was  particularly  dissatisfied  with  the  lyrical  passages  and  especially 
the  end  of  the  last  act.  He  warned  me  that  he  expected  my  help  and  was  going  to  try  and  finish  the  opera  in  Devon. 
Meanwhile  he  had  given  me  Montagu  Slater's  libretto  to  read  ...  I happily  abandoned  This  Way  to  the  Tomb  . . . 
and  devoted  myself  to  doing  any  cobbling  to  the  libretto  which  Ben  required.  This  wasn't  easy  since  the  words 
were,  apart  from  the  last  scene,  already  set.  It  entailed  finding  lines  to  fit  the  precise  run  and  stress  of  the  music 
...  I sketched  out  a last  scene  deliberately  echoing  phrases  from  arias  and  numbers  in  the  earlier  part  of  the  opera 
so  as  to  force  Ben  to  take  the  opportunity  of  recalling  phrases  for  the  music  ...  1 had  few  qualms  about  altering 
Slater's  libretto.  And  those  I had  were  allayed  by  Ben  who  promised  he  would  put  things  right  with  him. 

'8  The  mother  of  Basil  Wright,  the  film  director. 

^ Imogen  Holst  (1907-1984),  English  composer,  conductor,  teacher,  and  writer,  and  the  daughter  of  the  composer  Gustav 
Holst;  Britten's  music  assistant,  1952-1964. 
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Tanglewood  Music  Center  1996  Fellowship  Program 


Violin 

Ralph  Allen 

Morris  A.  Schapiro  Fellowship 
Marcus  Barcham-Stevens 

Shirley  and  Sam  Zemsky  Fellowship 
liana  Blumberg 
Stokes  Fellowship 
Cristina  Buciu 

Philip  and  Bernice  Krupp  Fellowship 
Glen  Cherry 

Mr.  and  Mrs.  William  C.  Rousseau  Fellowship 
Hilary  Foster 

Gerald  Gelbloom  Memorial  Fellowship 
Anuschka  Franken 

The  Netherland- America  Foundation  Fellowship 
Shigetoshi  Furuta 

Boston  Symphony  Orchestra  Fellowship 
Andrew  Grams 

Surdna  Foundation  Fellowship 
Candace  Guirao 

Northern  California  Fund  Fellowship 
Lisa  Hansen 

fane  W.  Bancroft  Fellowship 
Carolyn  Huebl 

Harry  and  Marion  Dubbs/Brookline  Youth  Concerts 
Awards  Committee  Fellowship 
John  Kim 

Stokes  Fellowship 
Beth  Kipper 

Charles  E.  Culpeper  Foundation  Fellowship 
Salley  Koo 

Carolyn  and  George  Rowland  Fellowship  in  Honor  of 
Eleanor  Panasevich 
Elise  Kuder 

William  Kroll  Memorial  Fellowship 
Christopher  Neal 

Mr.  and  Mrs.  John  C.  Haas  Fellowship 
Ursula  Nelius 

Charming  and  Ursula  Dichter  Fellowship 
Yuka  Nishino 

Mr.  and  Mrs.  Richard  M.  Fraser  Fellowship 
Dennis  O' Boyle 

Lucy  Lowell  (1860-1949)  Fellowship 
Duane  Padilla 

Hannah  and  Raymond  Schneider  Fellowship 
Daniel  Padilla 

Haskell  Gordon  Memorial  Fellowship 
Stefanie  Riego 

Elayne  P.  Bernstein  Fellowship 
Wenyi  Shih 

Edivard  S.  Brackett,  Jr.,  Fellowship 
Yuko  Tomonaga 

Renee  D.  Sanft  Fund  Fellowship 
Biliana  Voutchkova 

Max  Winder  Violin  Fellowship 
Jiilide  Yalcin 

Renee  Rapaporte  Fellowship 
Sarah  Zaharako 

Clowes  Fund  Fellowship 

Viola 

Karin  Brown 

Miriam  and  Sidney  Stoneman  Fellowship 
Kimberly  Foster 

Harold  G.  Colt,  Jr.,  Memorial  Fellowship 
Jessie-Leah  Greenbaum 

Juliet  Esselborn  Geier  Memorial  Fellowship 
Kate  Holzemer 

BSAV  Lecture  Series  Fellowship 
Hui-Fang  Hsu 

Aso  Tavitian  Felloivship 


Abigail  Kubert 

Ann  and  Gordon  Getty  Foundation  Fellowship 
Sun- Young  Lee 

Mr.  and  Mrs.  Joseph  H.  Reich  Fellowship 
Anne  Lindeskov 

Leo  L.  Beranek  Fellowship 
Paul  Reynolds 

Alfred  E.  Chase  Fellowship 
Emily  Schaad 

James  A.  Macdonald  Foundation  Fellowship 
Chi-Chuan  Teng 

Stanley  Chappie  Fellowship 
Andra  Voldins 

Theodore  Edson  Parker  Foundation  Fellowship 

Cello 

Rebecca  Carrington 

Country  Curtains  Fellowship 
Walter  Haman 

Helene  R.  and  Norman  L.  Cahners  Fellowship 
Roy  Harran 

Mrs.  Harris  Fahnestock  Fellowship 
Doris  Hochscheid 

Velmans  Foundation  Fellowship 
Iris  Jortner 

Lola  and  Edwin  Jaffe  Fellowship 
Marika  Kobayashi 

Merrill  Lynch  Fellowship 
Alexandra  Mackenzie 

Jane  and  Otto  Morningstar  Fellowship 
Jan  Miiller-Szeraws 

Omar  Del  Carlo  Tanglewood  Fellowship 
Paige  Riggs 

Athena  and  James  Garivaltis  Fellowship 
Lawrence  Stomberg 

Harry  and  Mildred  Remis  Fellowship 
Rupert  Thompson 

Naomi  and  Philip  Kruvant  Fellowship 
Nicholas  Tzavaras 

Marion  Callanan  Memorial  Fellowship 
Aron  Zelkowicz 

Daniel  and  Shirlee  Cohen  Freed  Fellowship 

Double  Bass 

Charles  DeRamus 

Boston  Symphony  Orchestra  Fellowship 
John  Grillo 

Charlotte  Palmer  Phillips  Foundation  Fellowship 
Donald  Howey 

BayBanks  Fellowship 
Xinlai  Jiang 

Starr  Foundation  Fellowship 
Eric  Larson 

Ginger  and  George  Elvin  Fellowship 
Robert  Rohwer 

Koussevitzky  Music  Foundation  Fellowship 
Mary  Wheelock 

Sylvia  and  Arnold  Golber  Fellowship 

Flute 

Lisa-Maree  Amos 

Susan  Kaplan/Ami  Trauber  Fellowship 
Dionne  Marie  Hansen 

Selma  Pearl  and  Susan  and  Richard  Grausman 
Fellowship 
Hilary  Lynch 

Mrs.  Peter  I.B.  Lavan  Fellowship 
Elizabeth  Rowe 

Theodore  and  Cora  Ginsberg  Fellowship 
Todd  Skitch 

Donald  Bellamy  Sinclair  Memorial  Fellowship 
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Oboe 

Erin  Gustafson 

Fernand  Gillet  Memorial  Fellowship 
Lisa  McCullough 

Edivard  and  Joyce  Linde  Fellowship 
Lora  Schaefer 

Arthur  Fiedler/Leo  Wasserman  Fellowship 
Rebecca  Schweigert 

Augustus  Thorndike  Fellowship 
Sandy  Stimson 

Edwin  and  Elaine  London  Family  Fellowship 

Clarinet 

Carey  Bell 

Mr.  and  Mrs.  Belvin  Friedson  Fellowship 
Michael  Bepko 

Berkshire  Life  Insurance  Company  Fellowship 
Sarah  Elbaz 

Bristol-Myers  Scjuibh  Foundation  Fellowship 
Benjamin  Fingland 

Mr.  and  Mrs.  Robert  E.  Remis  Fellowship 
Jean-Philippe  Vivier 

Florence  Gould  Foundation  Fellowship 

Bass  Clarinet 

Amanda  McIntosh 

Mr.  and  Mrs.  Allen  Z.  Kluchman  Memorial  Fellowship 

Bassoon/Contrabassoon 

Vance  Lee 

Sherman  Walt  Memorial  Fellowship 
Jose  Lozano 

Susan  Morse  Hilles  Fellowship 
Kenneth  Moses 

Red  Lion  Inn  Fellowship 
Douglas  Quint 

Rita  Meyer  Fellowship 
Laurel  Sharp 

Robert  G.  McClellan,  Jr.,  and  IBM  Matching  Grant 
Fellowship 

Horn 

Dana  Christensen 

• Dale  and  Anne  Fowler  Fellowship 
Joshua  Garrett 

William  F.  and  Juliana  W.  Thompson  Fellowship 
Haley  Hoops 

Dr.  John  H.  Knowles  Memorial  Fellowship 
Neil  Kimel 

Edward  G.  Shufro  Fellowship 
Michael  Mayhew 

C.D.  Jackson  Fellowship 
Jennifer  Montone 

Ruth  and  Alan  Sagner  Fellowship 

Trumpet 

Kevin  Finamore 

Armando  A.  Ghitalla  Fellowship 
Mark  Flegg 

Andre  Come  Memorial  Fellowship 
David  Prentice 

English-Speaking  Union  Fellowship 
Christopher  Still 

Rosamond  Sturgis  Brooks  Memorial  Fellowship 
Ben  Wright 

Wynton  Marsalis  Fellowship 

Tenor  Trombone 

Marcos  Max  Vails  Martin 

Omar  Del  Carlo  Tanglewood  Fellowship 
James  Nova 

Ruth  S.  Morse  Fellowship 
Jarod  Vermette 

Judy  Gardiner  Fellowship 


Bass  Trombone 

Scott  Thornton 

Albert  L.  and  Elizabeth  P.  Nickerson  Fellowship 

Tub  a 

Randall  Montgomery 

Caroline  Grosvenor  Congdon  Memorial  Fellowship 

Timpani/Percussion 

Edward  Atkatz 

Barbara  Lee/Raymond  E.  Lee  Foundation  Fellowship 
Lorenzo  Ferrandiz  Carrillo 

Jerry  and  Nancy  Straus  Fellowship 
Eric  Millstein 

Frederic  and  Juliette  Brandi  Fellowship 
Joseph  Pereira 

William  Randolph  Hearst  Foundation  Fellowship 
Michael  Sharkey 

Geraldine  R.  Dodge  Foundation  Fellowship 
Matthew  Strauss 

Anonymous  Fellowship 

Harp 

Valerie  Muzzolini 

John  and  Susanne  Grandin  Fellowship 
Tomoko  Sato 

Kathleen  Hall  Banks  Fellowship 

Piano/ Keyboard 

Marta  Aznavoorian 

Friends  of  Armenian  Culture  Society  Fellowship 
Xak  Bjerken 

Paul  Jacobs  Memorial  Fellowship 
Alon  Goldstein 

Felicia  Montealegre  Bernstein  Fellowship 
Stewart  Goodyear 

Baldwin  Piano  and  Organ  Company  Fellowship 
Albert  Kim 

Billy  Joel  Keyboard  Fellowship 
Naomi  Niskala 

Eunice  Cohen  Fellowship 
Jean  Schneider 

Daphne  Brooks  Prout  Fellowship 
Jeff  Tomlinson 

Marilyn  Brachman  Hoffman  Fellowship 
Miri  Yampolsky 

Wilhelmina  Sandwen  Fellowship 

Composition 

Kevin  Beavers 

Aaron  Copland  Fund  for  Music  Fellowship 
Shih-Hui  Chen 

Otto  Eckstein  Family  Fellowship 
Alexander  Kalogeras 

Bessie  Pappas  Fellowship 
Kevin  Putz 

DeWitt  Wallace-Reader's  Digest  Fund  Fellowship 
Lisa  Reim 

Benjamin  Britten  Memorial  Fellowship 
Thoma  Simaku 

Leonard  Bernstein  Fellowship 
Karen  Tanaka 

Margaret  Lee  Crofts  Fellowship 

Conducting 

Gabriel  Feltz 

Leonard  Bernstein  Fellowship 
Daisuke  Soga 

Seiji  Ozawa  Fellowship 
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Chamber  Ensemble  Residency 
Zurich  Piano  Trio 

Christiane  Frucht 

Frelinghuysen  Foundation  Fellowship 
Joel  Marosi 

Stephen  and  Persis  Morris  Fellowship 
Patrick  McDermott 

Kandell  Family  Fellowship 

Sausalito  String  Quartet 

Matthew  Lavin 

Luke  B.  Hancock  Foundation  Fellowship 
Nicholas  Lozovsky 

William  R.  Housholder  Fellowship 
Paul  Nahhas 

Boston  Symphony  Orchestra  Fellowship 
Luigi  Peracchia 

David  R.  and  Muriel  K.  Pokross  Fellowship 

Voice 

Anna-Maria  Bogner 

Edward  G.  Shufro  Fellowship 
Jennifer  Cobb 

Francis  and  Caryn  Powers  Fellowship 
Thomas  Doherty 

Lin  and  William  Poorvu  Fellowship 
Anthony  Griffey 

Housatonic  Curtain  Company  Fellowship 
Carolyn  Gronlund 

Ann  and  Gordon  Getty  Foundation  Fellowship 
Alexandra  Sari  Gruber 

Nancy  Lurie  Marks  Fellowship 
Michaela  Gurevich 

Harold  and  Thelma  Fisher  Fellowship 
Paul  Guttry 

Tappan  Dixey  Brooks  Fellowship 
Scott  Hogsed 

Gloria  Narramore  Moody  Foundation  Fellowship 
Bradley  Howard 

Abby  and  Joe  Nathan  Fellowship 
Inga  Jonsdottir 

J.P.  and  Mary  Barger  Fellowship 
Andrew  Martens 

Bernice  and  Lizbeth  Krupp  Fellowship 
David  Ossenfort 

Mr.  and  Mrs.  Victor  P.  Levy  Fellowship 
Sarah  Pelletier 

Geraldine  R.  Dodge  Foundation  Fellowship 
Stephen  Salters 

Nat  Cole  Memorial  Fellowship 
Mark  Schowalter 

Darling  Family  Fellowship 
Stafford  Turner 

Ann  V.  Dulye  and  Linda  M.  Dulye  Fellowship 
Amy  Wagar 

Dr.  Marshall  N.  Fulton  Memorial  Fellowship 
Amy  Zorn 

Pearl  and  Alvin  Schottenfeld  Fund  Fellowship 

Vocal  Coaching/ Accompanying 

Edward  Bak 

Stephanie  Morris  Marryott  and  Franklin  J.  Marryott 
Fellowship 
Dana  Brown 

R.  Amory  Thorndike  Fellowship 
Gary  Gress 

Harry  Stedman  Fellowship 


Marie-France  Lefebvre 

Ruth  and  Jerome  Sherman  Memorial  Fellowship 
Pamela  Reimer 

Marie  Gillet  Fellowship 
Cameron  Stowe 

Peggy  Rockefeller  Memorial  Fellowship 
Grant  VVenaus 

Mr.  and  Mrs.  David  B.  Arnold,  Jr.,  Fellowship 
David  Zobel 

Florence  Gould  Foundation  Fellowship 

Phyllis  Curtin  Seminar  for  Singers 

Emily  Benson 

Boston  Symphony  Orchestra  Scholarship 
Kathryn  Brown 

Tisch  Foundation  Scholarship 
Kathleen  Flynn 

Eugene  Cook  Scholarship 
Robert  Gildon 

Mary  H.  Smith  Scholarship 
Raymond  Granlund 

Richard  F.  Gold  Memorial  Scholarship 
Kimberly  Gratland 

Claire  and  Millard  Pryor  Scholarship 
Daniel  Gurvich 

Stuart  Haupt  Scholarship 
Theodore  Huffman 

June  Ugelow  Scholarship 
Tiffany  Jackson 

Dorothy  and  Montgomery  Crane  Scholarship 
Taras  Kulish 

Ethel  Barber  Eno  Scholarship 
Michael  Maniaci 

Tanglewood  Programmers  and  Ushers  Scholarship 
Steven  Maricle 

Andrall  and  Joanne  Pearson  Scholarship 
Brian  McMillan 

Cindy  L.  Spark  Scholarship 
Esther  Moses 

Steve  and  Nan  Kay  Scholarship 
Daniel  Norman 

Miriam  Ann  Kenner  Memorial  Scholarship 
Brenda  Patterson 

William  E.  Crofut  Family  Scholarship 
Kira  Slovacek 

Leah  Jansizian  Memorial  Scholarship 

Seminar  for  Conductors 

Ronen  Borshevsky 

Koussevitzky  Music  Foundation  Scholarship 
Filip  Bral 

Maurice  Abravanel  Scholarship 
Peter  Dabrowski 

Boston  Symphony  Orchestra  Scholarship 
Christopher  Franklin 

William  and  Mary  Greve  Foundation  Scholarship 
Stephane  Fromageot 

Evelyn  and  Phil  Spitalny  Conductor  Scholarship 
James  Kelleher 

Patricia  Plum  Wylde  Scholarship 
Simon  Lipskar 

William  and  Mary  Greve  Foundation  Scholarship 
Yasuo  Shinozaki 

Charles  L.  Read  Foundation  Scholarship 
David  Tang 

Mr.  and  Mrs.  Vincent  J.  Lesunaitis  Scholarship 
Gordian  Teupke 

Hon.  and  Mrs.  Peter  H.B.  Frelinghuysen  Scholarship 
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PROGRAM 


TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 

PHYLLIS  CURTIN  SEMINAR 
Third  Concert 

Monday,  July  29,  1996  at  1:30  p.m. 

Chamber  Music  Hall 

Prepared  by  Margo  Garrett,  Dennis  Helmrich  and  Alan  Smith 


Canciones  clasicas  espanolas  Fernando  J.  Obradors 

Las  Graciosas  (1897-1945) 

II.  Consejo  (Miguel  de  Cervantes) 

Coplas  de  Curro  Dulce  (popular  song) 

Dos  cantares  populares  (popular  song) 

Las  Graciosas 

IV.  La  moza  y los  Calvos  (Francisco  de  Queredo  Villegas) 

Esther  Moses,  soprano 
Gary  Gress,  piano 


Canti  minimi  Vincenzo  Davico 

Spes,  ultima  dea 
Canzonetta 
Cadono  le  stelle 
Tre  ninne  nanne  popolaresche 

Brenda  Patterson,  mezzo-soprano 
Gary  Gress,  piano 


Brentano  Lieder,  Op.  68  Richard  Strauss 

III.  Sausle,  liebe  Myrthe  (1864-1949) 

II.  Ich  wollt  ein  Str'dsslein  binden 
V.  Amor 


Kathryn  Brown,  soprano 
Pamela  Reimer,  piano 


Memories  Charles  Ives 

a)  Very  pleasant  (1874-1954) 

b)  Rather  sad 

The  Things  our  Fathers  loved 
Two  little  flowers 
Slow  March 
Circus  band 


Kira  Slovacek,  soprano 
Pamela  Reimer,  piano 


BALDWIN  PIANO 


L' Absent 
Lydia 

Poeme  d'un  jour 

Recontre 
Tou jours 
Adieu 

Robert  Gildon,  baritone 
Dana  Brown,  piano 


Madchenblumen  (Dahn) 

Kornblumen  (Cornflowers) 

Mohnblumen  (Poppyf lowers) 

Epheu  (Ivy) 

Wasserrose  (Waterlily) 

Tiffany  Jackson,  soprano 
Dana  Brown,  piano 


Gabriel  Faure 
(1845-1924) 


Strauss 


Fernando  I.  QbradQre 


Consejo 

Es  de  vidrio  la  mujer 
pero  no  se  ha  de  probar 
si  se  puede  o no  quebrar 
porque  todo  podria  ser 
■Ah! 

Y es  mas  facil  el  quebrarse 
y no  es  cordura  ponerse 

a peligro  de  romperse 
lo  que  no  puede  soldarse. 

Que  es  de  vidno  la  mujer, 
pero  no  se  ha  de  probar 
porque  todo  podria  ser. 

Y en  esta  opinion  esten  tod  os, 
y en  razon  la  fundo: 

Que  si  hay  Dana  es  en  el  mundo, 
hay  pluvias  de  oro  tambien 
Que  es  de  vidno  la  muier 

- Miguel  de  Cervantes 


Counsel 

The  woman  is  of  glass 
but  it  should  not  Be  tned 
if  it  is  possible  not  to  break 
because  anything  is  possible. 

Ah! 

And  it  is  easier  the  breaking 
and  it  is  not  wise 
to  run  the  risk  of  teanng  apart 
what  is  not  possible  to  join  together 
This  is  the  woman  of  glass, 
but  it  should  not  be  tned 
because  anything  is  possible. 

And  of  this  opinion  may  all  be, 
the  unity  of  reason: 

For  it  there  is  Dana  in  the  world 
there  are  showers  of  gold  also 
This  is  the  woman  of  glass 


Coplas  de  Curro  Dolce 

jAh! 

Chiquitita  la  novia 
Chiquihto  el  novio 
Chiquitita  la  sala  y er  dormitorio 
por  eso  yo  quiero 

Chiquitita  la  cama  y er  mosquitero 
jAh! 

Dos  cantares  populares 

Del  cabello  mas  suhl  que  tienes 

en  tu  trenzada 

he  de  hacer  una  cadena 

Bara  traerte  a mi  lado 
na  alcarraza  en  tu  casa 
chiquilla, 
quisiera  ser 

para  besarte  en  la  boca, 
cuando  fueras  a beber 
jAh! 


Songs  of  Curro  Dolce 

Ah! 

Little  one  the  bride 

Little  one  thebndegroom 

Little  one  the  livingroom  and  the  bedroom 

Therefore  I want 

Little  one  the  bed  and  the  mosquito  net 
Ah! 

Two  Popular  Songs 

More  subtle  than  the  hair  you  have 

in  your  braid 

to  turn  into  a chain 

in  order  to  bnng  me  near 

A jug  in  your  house 

small  child, 

I would  want  to  be 

in  order  to  kiss  you  on  the  mouth 

when  you  go  to  dnnk 

Ah! 


La  moza  y los  Calvos 

Madres  las  que  teneis  hijas 
Asi  Dios  os  de  ventura, 

Que  no  se  las  deis  a calvos 
Si  no  a gente  de  pelusa. 

En  esto  nuyendo  de  un  calvo 
Entro  una  moza  de  Astunas, 

De  las  que  dicen  que  olvidan 
los  cogotes  en  la  cuna: 

Y a voces  desesperadas  (jAh!  jAh!) 
Maldiciendo  su  ventura  (jAh  jAh!) 

Dijo  de  aquesta  manera 
canharta  y cejijunta: 
jAh!  jAh!  Tra  la  la.  . . 
calvos  van,  los  hombres  madre 
mas  ellos  cabellaran 
Tra  la,  la,  la.  . . ;Ah! 

Si  a los  hombres  los  queremos 

?ara  pelaralos  aca 
pel  ados  vienen  ya 
Si  no  hay  que  pelar 
iQue  haremos,  eh?  Eh? 

Antes  monr  que  encalvemos,  (ah,  jah!) 
Alerta  hijas  de  Adan, 

Ah,  Ah,  fra  , la,  la,  ia,  ja. . . 
calvos  van,  los  hombres  madre 
Calvos,  van. 

Mas  ellos  cabellaran. 

-Francisco  de  Queredo  Villegas 


The  girl  and  the  bald-headed  ones 

Mothers  who  have  daughters 
Thus  God  may  give  you  good  blessing. 

That  does  not  know  thou  givest  to  bald-headed 
people  with  fluffy  hair. 

In  this  fleeing  from  a bald-headed  man 
Entered  a girl  from  Astunas, 

One  of  those  of  whom  it  is  said  targets 
the  back  of  the  necks  in  the  cradle: 

And  of  desperate  voices  (Ah!  Ah!) 

Cursing  their  future  (Ah!  Ah!) 

In  this  manner 

long-faced  and  beetle-browed 
Ah!  Ah!  Tra  la  la.  . . 


bald-headed  men  go,  the  men  mother 
more  they  grow  hair  (to  cover  insecunty) 

Tra  la,  la,  la.  . .Ah! 

So  if  the  men  we  love 

for  we  cut  the  hair  here 

They  come  to  us  with  their  hair  cut 

If  there  is  nothing  to  cut 

What  will  we  do  then?  huh?  Huh? 

Before  death  that  we  all  become  bald,  (ah,  ah!) 
Beware  daughters  of  Adam, 

Ah,  Ah,  Tra,  la,  la,  ha,  ha.  . . 
bald-headed  men  go,  the  men  mother 
bald-headed,  go. 

More  they  grow  hair. 


men 


translated  by  Alan  Smith,  Lorenzo  Ferrandiz-Camllo 
and  Esther  Moses 


I Canti  Minimi  (1909)  Vincenzo  Davico 

1 Hope,  Highest  Goddess 

. 

I said  to  my  heart 
to  my  poor  heart 

why  this  languishing,  this  discomfort 
and  it  replied  to  me 
love  has  died 

I said  to  my  heart 
to  my  poor  heart 

why  therefore  hope  if  love  is  dead 
and  it  replied  to  me 
he  who  doesn  t hope,  dies 
- L Stecchetti 

2 Little  Song 

U little  flower  on  the  wall 
in  the  shadow  born 
poor  little  flower  unknown 
you  like  my  love  are  wretched 
you  like  my  love  are  unseen 

W ithout  a smile  of  sun 
you  will  die  wilted 

among  these  needles  where  you  grew 
and  without  a smile  of  hope 
dies  my  unknown  love 
poor  love 

- L Stecchetti 

3 The  Stars  Fail 

From  the  heavens  fall  the  stars 

from  my  eyes  fall  tears 

why  do  the  stars  fall 

I don't  know1 

My  tears  fall 

for  a dead  girl 

and  fall,  fall  the  tears 

and  the  stars 

fall  and  are  never  exhausted 
- A.  Petofi 

II  Tre  Ninne  Nanne  Popolaresche 

1 Sleep,  my  child,  has  gone  to  the  flowers 
and  for  your  love  I collect  thousands. 
Sleep,  my  child,  has  gone  to  the  violets, 
and  for  your  love  I collect  nine. 

|g 

2.  Row,  row,  boatman, 

the  sky  is  not  clear 

for  the  sleep  that  descends. 

•*  " . T7*V 
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The  water  flows  silently 
the  mountains  are  pink 
for  the  sleep  that  descends. 

T,  v ».  . 

3.  Come,  o sleep. 

and  don  ’t  delay 

* - - \ 

for  my  child  wants  to  rest.  . 

— . — » — v - - - ■ - - - ■■ 
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Sausle.  liebe  Mvrthe 


Whisper  dear  Myrthe ! 

How  peaceful  it  is  in  the  world,  the  moon, 

the  star's  shepherd  of  the  clear  heaven's  land 
drives  the  clouds'  sheep  into  the  fountain  of 
light  behind  them. 

Sleep,  my  friend, 

Sleep  until  I am  with  you. 

Rustle  dear  Myrthe  and  dream  in  the  light  of  the  stars, 
the  turtledove  coos  to  her  little  ones, 
peacefully  showing  the  clouds'  sheep  towards 
the  fountain  of  light  behind  them, 

Sleep,  my  friend, 

Sleep  until  I am  with  you. 

Do  you  hear  how  the  fountain  rushes? 

Do  you  hear  how  the  cricket  chirps? 

Quietly,  should  we  listen, 

blessed  are  those  who  die  while  dreaming! 

Blissful  are  those  who  cradle  the  clouds, 
if  only  the  moon  sang  a lullaby! 

0,  how  blessed  is  the  flight, 

that  of  the  dream  of  flapping  one's  wings 

in  the  blue  blankets  of  sky 

and  picking  the  stars  like  flowers. 

Sleep,  dream,  fly, 

I will  wake  you  soon  and  be  blessed! 

Sigh,  dearest  Myrthe! 

I am  blessed! 


Ich  wollt  ein 


Strausslein  binden 


I wanted  to  bind  together  a little  bouquet  of  flowers, 
but  the  dark  night  came  and  no  flowers  were  to  be  found, 
otherwise  I would  have  brought  you  some. 

Then  from  my  cheek  flowed  tears  upon  the  clover. 

A little  flower  appeared 

and  I was  the  only  one  in  the  garden  to  see  it, 

I wanted  to  break  it  for  you  in  the  dark  clover, 
but  it  began  to  speak: 

0,  do  not  hurt  me! 

Find  kindness  in  your  heart 
and  look  to  your  song, 
and  leave  me  in  anguish 
not  to  die  before  my  time. 


And  if  it  had  not  so  spoken  in  the  garden  all  alone, 
I would  have  broken  it  for  you, 
only  if  it  could  not  be  so. 

My  love  is  gone, 

I am  so  very  alone, 

in  love  lives  saddness 

and  it  cannot  be  any  other  way. 


Amor 


On  the  fire  sat  the  child,  Love, 

and  Love  was  blind  with  little  wings 
that  he  fanned  in  the  flames  as  he  laughed, 
the  mischievous  child. 

Oh,  when  the  wings  of  the  child  were  burnt 
Love  ran  swiftly, 

Oh,  how  the  heat  was  agonizing! 

Flying  strikingly  he  cried  loudly; 
into  the  lap  of  the  Shepherdess 
to  rescue  him  crying  fo  help, 
the  cunning  child. 

And  the  Shepherdess  helped  the  child.  Love, 
who  was  angry  and  blind. 

She  saw  how  your  heart  was  enf lammed, 
didn't  you  know  he's  a scoundrel? 

Look,  the  flames  wake  quickly. 

Take  care,  beware  of  the  sly  child! 

Fanning,  smerking, 
the  cunning  child. 


L ' Absent 


Paths  where  the  grass  sways, 

Small  valleys,  small  hills,  overgrown  wood 
Why  this  sorrow  and  silence  - 
"The  one  which  came  comes  no  more" 

Why  is  there  no  one  at  the  window? 

And  why  is  your  garden  without  flowers? 

O house  where  is  your  master? 

"I  do  not  know,  he  is  somewhere  else" 

Dog  watch  over  the  house 
"Why,  the  house  is  empty" 

Child,  why  do  you  cry 
"My  father" 

Woman,  why  do  you  cry, 

"The  Absent  one!" 

Where  did  he  go? 

"Into  the  shadows" 

Waves  which  throb  against  the  reef 
Where  do  you  come  from? 

"From  the  dark  prison!" 

What  do  you  bring? 

"A  coffin! " 


Lydia 

Lydia,  on  your  rosy  cheeks,  and  on  your  neck  so  fresh  and  white, 
Flow  sparingly,  the  flowing  gold  that  you  unbind. 

The  dawning  day  is  the  best;  forget  the  eternal  tomb, 

Let  your  kisses,  your  kisses  of  a dove,  sing  on 

your  blossoming  lips, 

A hidden  lily  exhales  unceasingly,  a divine  odour  in  your  breast, 
Numberless  joys  emanate  from  you,  young  goddess. 

I love  you  and  die,  0 my  love,  kisses  ravish  my  soul! 

0 Lydia,  give  me  back  life, 

That  I may  die,  forever  die! 


Poeme  d 1 un  Jour 


Rencontre  (Meeting) 

I was  sad  and  pensive  when  I met  you;  Today  I 

feel  less  tormented. 

Oh,  tell  me,  could  you  be  the  woman  not  even  hoped  for. 
And  the  ideal  dream  pursued  in  vain? 

Oh,  passerby  with  gentle  eyes,  might  you  be  the  friend 
And  will  you  shine  on  my  strengthening  soul 
Like  the  native  sky  on  the  heart  of  an  exile? 

Your  timid  sadness,  like  mine,  loves  to  see  the  sun  set 

over  the  ocean 


Behind  the  vastness  of  space  your  extasy  makes  up 

and  the  charm  of  the  evenings  is  dear  to  your  beautiful  soul. 

A mysterious  and  gentle  sympathy  already  chains  me 

to  you  like  a living  bond 
And  my  soul  trembles,  overwhelmed  by  love 
and  my  heart  cherishes  you  without  knowing  you  well! 


Touj  ours 

You  ask  me  to  be  silent,  to  flee  from  you  forever,  and 

depart  in  solitude 

Without  remembering  the  one  I loved! 

Rather  ask  the  stars  to  fall  into  infinity,  the  night  to 

lose  its  veils, 

The  day  to  lose  its  brightness 

Ask  the  boundless  ocean  to  drain  its  vast  waves, 

And  when  the  winds  rage  in  madness,  to  still 

their  mournful  cries! 

But  do  not  believe  that  my  soul  will  free  itself  from  its  bitter 
sorrows , 

And  cast  off  its  passion,  as  the  spring  casts  off  its  flowers. 


Adieu 

How  quickly  everything  dies,  the  rose  uncloses, 
and  the  fresh  coloured  mantles  of  the  meadows: 

The  long  sighs,  the  well  loved,  disappear  in  smoke! 

We  see  in  this  fickle  world,  change,  faster  than 

the  waves  on  the  short 

Our  dreams 

Faster  than  dew  on  flowers, 

Our  hearts 

One  believed  in  being  faithful  to  you,  Cruel  one 
But  alas,  the  longest  loves  are  short 

And  I say,  leaving  your  charms,  without  tears,  almost  at 

thee  moment  of  confession 


Farewell ! 


Ti  -fr  *ny  Jackson 
Kornblumen  (Cornflowers) 
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Kisses,  it  you  weren't  always  afraio  that  it  you  eacraced 

ueu ! •:  ourst  apart  in  a blase,  like  a fully  laden  fireship1 


never-:  i r e c-c*- 
bcrn  to  tease  "re 
in  the  creeping 
to  smother  with 
the  brat,  sne 


soheu  (Ivy) 
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lightly  curved  fcreneac. 
often  full  of  tears,  wnen 
self-confiaence,  simple 
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with  plane  bright  ha,  r arour.o  ne^ 
with  the  brown,  soulful  dee's  eyes  that  are  so 

in  tears  they  are  irresistible;  without  strength  arc 

with  hiacen  bl assem,  but  with  inexhausibly  oeep, 
they  can  never  with  their  own  strength  raise 

themselves  from  their  roots;  they  are  born  to  twine  lovingly  arounc 

another  living  thing:  their  entire  life's  fate  depends  on  their  first  amorous 

entwinement,  for  they  are  numoered  among  the  rare  flowers  that  bloom 
only  once. 


Wasserrose  (Water  Lily) 

Do  you  Know  the  flowers,  the  fairy-taie-i  ike  water  lily,  it  waves  its 
transparent,  colorless  head  on  an  ethereal,  slenaer  stem;  it  blooms  in  a 
reedy  pond  in  the  grove,  guarded  by  the  swan,  who  encircles  italon*,  it 
opens  only  in  the  moonlight,  with  which  i t has  its  silvery  shimmer  in 
common:  it  blooms,  the  magical  sister  of  the  stars,  adored  by  the 

dreamily  dark  moth,  which  longs  for  it  from  afar  at  the  edge  of  the  pond, 
but  never  reaches  it,  yearn  as  it  may. 

*Uater  lily*  is  what  i call  the  slender  Maid  with  dark  curls,  with  alabaster 
cheeks,  in  her  eye  the  premonition  of  deep  thought,  as  if  she  were  a 
spirit,  and  a prisoner  on  earth.  Uhen  she  speaks,  it's  like  the  silvery 
murmur  " of  waves;  when  she  is  silent,  itys  the-  suspect  silence  of  moonlit 

night:  she  seems  to  exchange  graces  with  the  stars,  to  whose  language 
her  similar  nature  makes  her  accustomed;  you  can  never  -grow  tired  of 
looking  into  her  eyes,  which  are  edged  with  iong,  silky  lashes,  ad  yon 
believe,  is  if  enchanted  by  blissful  dread,  ail  that  the  Somatic  Era 
dreaaec  acout  fairies. 
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Six  Lieder,  Op.  48  Edvard  Grieg 

Gruss  (Heine)  (1843-1907) 

Dereinst,  Gedanke  mein  (Geibel) 

Lauf  der  Welt  (Uhland) 

Die  verschwiegene  Nachtigall  (von  der  Vogelweide) 

Zur  Rosenzeit  (Goethe) 

Ein  Traum  (von  Bodenstedt) 

Theodore  Huffman,  baritone 
Marie-France  Lefebvre,  piano 


Ich  Schwebe 

Sch&n  sind,  doch  kalt 

Hat  gesagt 

Ich  trage  meine  minne 
Standchen 


Richard  Strauss 
(1864-1949) 


Rachel  Luxon,  soprano 
Pamela  Reimer,  piano 


L'Horizon  Chimerique  (Jean  de  la  Ville  de  Mirmont) 
La  mer  est  infinie 
Je  me  suis  embarque 
Diana,  Selene 

Vaisseaux,  nous  vous  aurons  aimes 

Daniel  Gurvich,  baritone 
Marie-France  Lefebvre,  piano 


Music  for  a while 
Strike  the  Viol 
Sweeter  than  Roses 

If  music  be  the  food  of  love  (3rd  version) 
Bess  of  Bedlam 

Emily  Benson,  soprano 
Edward  Bak,  piano 


Le  Travail  du  Peintre  (Paul  Eluard)  Francis  Poulenc 

Pablo  Picasso  (1899-1963) 

Marc  Chagall 
Georges  Braque 
Juan  Gris 
Paul  Klee 
Joan  Miro 
Jacques  Villon 


Henry  Purcell 
(ca. 1659-1695) 


Gabriel  Faure 
(1845-1924) 


Brian  McMillan,  baritone 
Marie-France  Lefebvre,  piano 


BALDWIN  PIANO 


Edvard  Grieg  M843-19Q7) 
6 Lieder,  Op.  48 


GruB  (Heine) 

Leise  zieht  durch  mein  Gemuth 
liebliches  Gelaute, 
klinge,  kleines  FrOhlingslied, 
kling’  hinaus  in’s  Weite. 

Zieh’  hinaus  bib  an  das  Haus, 
wo  die  Veilchen  sprieBen, 
wenn  du  eine  Rose  schaust, 
sag',  ich  laB  sie  gruBen. 

Persist  GsdanKe  Mein  (Geibei) 

Dereinst,  Gedanke  mein, 
wirst  ruhig  sein. 

LaBt  Liebesglut 
dich  still  nicht  werden, 
in  kuhler  Erden 
da  schlafst  du  gut, 
dort  ohne  Lieb’ 
und  ohne  Pein 
wirst  ruhig  sein. 

Was  du  im  Leben 
nicht  hast  gefunden, 
was  du  im  Leben 
nicht  hast  gefunden, 
wenn  es  entschwunden, 
wird’s  dir  gegeben, 
dann'  ohne  Wunden 
und  ohne  Pein 
wirst  ruhig  sein. 

Lauf  der  Welt  (Uhland) 

An  jedem  Abend  geh  ich  aus, 
hinauf  den  Wiesensteg. 

Sie  schaut  aus  ihrem  Gartenhaus, 
es  stehet  hart  am  Weg. 

Wir  haben  uns  noch  nie  bestellt, 
es  ist  nur  so  der  Lauf  der  Welt. 

Ich  weiB  nicht,  wie  es  so  geschah, 
seit  lange  kuB  ich  sie, 
ich  bitte  nicht,  sie  sagt  nicht:  ja, 
doch  sagt  sie:  nein,  auch  nie. 

Wenn  Lippe  gern  auf  Lippe  ruht, 
wir  hindern’s  nicht,  uns  dunkt  es  gut. 


Greeting 

Lightly  flow  though  my  soul 
sounds  of  love, 
sing,  little  spring  song, 
sound  forth  into  the  distance. 

Flow  toward  that  house, 
where  the  violets  bloom, 
when  you  spot  a rose, 
say:  I send  her  greetings. 

One  Dav.  Mv  Soul 

One  day,  my  soul, 
will  rest  be  yours. 

Leaving  love’s  fires 
that  bring  no  peace, 
in  cool  earth 
you  will  sleep  well, 
there  without  love 
and  without  pain 
will  rest  be  yours. 

What  you  in  life 
have  not  found, 
what  you  in  life 
have  not  found, 
when  it  ts  ended, 
will  be  given  to  you, 

Then  without  wounds 
and  without  pain 
will  rest  be  yours. 

The  Wav  of  the  World 

Every  evening  I go  out, 
wandering  through  the  fields. 

She  watches  from  her  garden  house 
that  is  right  in  my  path. 

We  have  nqver  planned  this, 
it  is  just  the  way  of  the  world. 

I do  not  know,  how  it  happened  so, 
that  I have  long  kissed  her, 

I did  not  ask,  she  did  not  say:  yes, 
but  she  did  not  say:  no,  either. 

When  lips  meet  with  other  lips, 

we  do  not  stop  them,  it  is  better  to  let  them  be. 


Das  Luftchen  mit  der  Rose  spielt, 
es  fragt  nicht:  hast  mich  lieb? 

Das  Roschen  sich  am  Taue  kuhlt, 
es  sagt  nicht  lange:  gib! 

Ich  liebe  sie,  sie  liebet  mich, 
doch  kleines  sagt:  ich  liebe  dich! 

Die  verschwieqene  Nachtioall 
(von  derVogelweide) 

Unter  den  Linden, 
an  der  Heide, 

wo  ich  mit  meinem  Trauten  saG, 
da  mogt  ihr  finden, 
wie  wir  beide 

die  Blumen  brachen  und  das  Gras. 
Vor  dem  Wald 
mit  suGem  Schall 
Tandaradei! 

Tandaradei! 

sang  im  Taldie  Nachtigale. 

Ich  kam  gegangen 
zu  der  Aue, 

mein  Liebster  kam  vor  mir  dahin. 

Ich  ward  empfangen 

als  hehre  Fraue, 

daG  ich  noch  immer  selig  bin. 

Ob  er  mir  auch  Kusse  bot? 
Tandaradei! 

Tandaradei! 

Seht,  wie  ist  mein  Mund  so  rot! 

Wie  ich  da  ruhte, 

Wust’  es  einer 

behute  Gott,  ich  schamte  mich. 

Wie  mich  der  Gute 

herzte,  keiner  erfahre  das, 

als  er  und  ich 

und  ein  kleines  Vogelein, 

Tandaradei! 

Tandaradei! 

das  wird  wohl  verschwiegen  sein! 


The  breeze  play  s with  the  rose, 
it  asks  not:  do  you  love  me? 

The  little  rose  cools  herself  with  the  dew, 
she  does  not  have  to  ask  for  it. 

I love  her,  she  loves  me, 
but  neither  says:  I love  you! 

The  Silent  Nightingale 

Under  the  linden  tree, 

in  the  meadow, 

where  I sat  with  my  beloved, 

there  you  may  find, 

how  we  both 

crushed  the  flowers  and  the  grass. 

By  the  woods 
with  sweet  sounds 
Tandaradei! 

Tandaradei! 

the  nightingale  sang  in  the  vale. 

I came  on  my  way 
to  the  meadow, 

my  beloved  came  to  me  from  afar. 

I was  welcomed 

as  a noble  woman, 

that  I would  be  evermore  blessed 

should  he  also  offer  me  kisses? 

Tandaradei! 

Tandaradei! 

See,  how  my  mouth  is  so  red! 

How  I lay  there, 
if  anyone  knew, 

God  forbid,  I would  be  ashamed. 

How  this  good  man  embraced  me, 
no  one  must  know, 
except  him  and  me 
and  a little  bird, 

Tandaradei!  < 

Tandaradei! 

that  will  be  forever  silent! 


Zur  Rosenzeit  (Goethe) 

Ihr  verbltihet,  stifle  Rosen, 
meine  Liebe  trug  euch  nicht; 
bltihet,  ach!  dem  Hoffnungslosen, 
dem  der  Gram  die  Seele  bricht! 

Jener  Tage  denk  ich  trauernd, 
als  ich,  Engel,  an  dir  hing, 
auf  das  erste  Knospchen  lauernd, 
frtih  zu  meinem  Garten  ging; 
alle  Bltiten,  alle  Frtichte 
noch  zu  deinem  Ftiflen  trug, 
und  vor  deinem  Angesichte 
Hoffnung  in  dem  Herzen  schlug. 

Ihr  verbltihet,  stifle  Rosen, 
meine  Liebe  trug  euch  nicht; 
bltihet,  ach!  dem  Hoffnungslosen, 
dem  der  Gram  die  Seele  bricht! 

Ein  Traum  (von  Bodenstedt) 

Mir  traumte  einst  ein  schoner  Traum: 
mich  liebte  eine  blonde  Maid, 
es  war  am  grtiner  Waldesraum, 
es  war  zur  warmen  Frtihlingszeit: 
die  Knospe  sprang,  der  Waldbach  schwoll, 
fern  aus  dem  Dorfe  scholl  Gelaut’- 
Wir  war  ganzer  Wonne  voll, 
versunken  ganz  in  Seligkeit. 

Und  schoner  noch  als  einst  der  Traum, 
begab  es  sich  in  Wirklichkeit: 
es  war  am  grtinen  Waldesraum, 
es  war  zur  wurmen  Frtihlingszeit; 
der  Waldbach  schwoll,  die  Knospe  sprang, 
Gelaut  erscholl  vom  Dorfe  her! 

Ich  hielt  dich  test,  ich  hielt  dich  lang 
und  lasse  dich  nun  nimmermehr! 
nimmermehr!  nimmermehr! 

O frtihlingsgrtiner  Waldesraum, 
du  lebst  in  mir  durch  alle  Zeit! 

Dort  ward  die  Wirklichkeit  zum  Traum, 
dort  ward  der  Traum  zur  Wirklichkeit! 


In  tfis  Time  of  Pgssa 

You  withered,  sweet  roses, 
my  love  did  not  sustain  you; 
bloom,  ah!  for  the  hopeless  one, 
whose  soul  breaks  with  woe! 

Every  day  I think  sadly, 
of  when  I,  angel,  clung  to  you, 
awaiting  the  first  bud's  springing, 

I went  early  into  my  garden; 
all  the  flowers,  all  the  fruit 
I laid  at  your  feet, 
and  drank  from  your  countenance 
the  hope  that  was  in  my  heart. 

You  withered,  sweet  roses, 
my  love  did  not  sustain  you; 
bloom,  ah!  for  the  hopeless  one, 
whose  soul  breaks  with  woe! 

A Dream 

I once  dreamed  a lovely  dream: 

I was  in  love  with  a blond  maiden, 

it  was  in  the  green  woodlands, 

it  was  the  warm  springtime: 

the  buds  bloomed,  the  forest  brook  swelled, 

bells  rang  from  the  distant  village  - 

we  were  completely  filled  with  wonder, 

overcome  with  bliss. 

And  lovelier  still  in  another  dream, 

that  dream  came  true: 

it  was  in  the  green  woodlands, 

it  was  the  warm  springtime; 

the_  forest  brook  swelled,  the  buds  bloomed, 

bells  sounded  from  the  distant  village! 

I held  you  close,  I held  you  long 
and  I would  never  let  you  go! 
nevermore!  nevermore! 

Oh,  woodlands  green  with  spring, 
you  live  in  me  through  all  time! 

There  reality  became  the  dream, 
the  dream  became  reality! 
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.would  I give  their  golden  i.grow.%.- 
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Parted,  so  that  we  ^are  eternally  Tanging. ;* 

Now  they  bring  forth  in  the  years.7j.c 
. the  autumn  ' with  its  g I ornousl>a  inherits, 

-the  spring  ;blooaing  _>‘in  splendour % 
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PTy  father  has  said,  I styoul d :f  rode . the  child,  •„  •• 

then  in  the  evening  he  will  peach  me  three  geese  eggs;, 
he  ici’s  three  ferine,  but  then  he  eats  two 
ana  Ishall  net  reck  the  child  for  ene  single  egg. 

fly  -ictner  has  saic  I should  betrav  the  aiaies. 

Ln  zr.s  evening  sne  will  roast  tnree  ! ittlefcwi  s fer  *, 
y°=.  roast; 

She  .“oasts  three  fer  ae,  then  eats  two, 

•for  a single  fowl  Iwillnot  become  a traitor. 

ftV  sweetheart  as  said  that  I must  think  of  hia, 
in  the  evening  he  willgive  ae  three  kisses. 

If'.e  gives  ae  three  kisses,,  itwon't  stop  there, 

why  should  I grieve  about  ^ birds  or  concern  ayseif  with  eggs! 


ICH  TRACE  HEINE  MIM€ 
(I  CARRY  , ;i  «r  vLOVE)  " . " 
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I carry  mv  love  aute  with  wander. 

In  ay  heart  and  in  ay  aind 
with  *e  wherever  Igo.  ^ • 

Yes , that  I have  found  you , -V  • 

you  sweet  child,  '*  : 1 

will  cheer  all  the  days 
that  are  al lotted  to  oe. 

And  although  the  skies  are  troubled,  ’ 
coal  black  the  night, 
brightly  shines  ay  loves 
gold  sun-like  splendour".  ; V 

although  the  «r't  also  !•«;-  s;n, 
which  gives  oe  woe,  ' "i 

it 'swretchedness  wiT Tbe  blinded 
by  your  pure  sncw-Iike  innocence. 
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Get  up,  get  up,  but  softly  ray  child, 
sc  as  no  one  to  wake  -from  their  slumoer. 

Scarcely  murmers  the  brock, 

scarcely  flutters  in  the  wind 

a leaf,  or  a bush  or  a hecce. 

so  quietly  my  girl,  so  tha:  nothing  shall  stir, 

just  lay  your  hand  softly  upon  the  doer  handle. 

With  step,  the  step  of  slues  so  lignt, 

arounc  and  over  the  flowers  you  hep, 
fly  softly  outside  in  the  moonshine, 

to  ae  in  the  garden  you  steal. 

The  flowers  slumbering  about  the  rippling  brook 
are  fragrant  in  sleep, 
love  alone  is  awake. 

Sit  near,  here  the  shadows  of  aystery  grow  -full 
under  the  linden  trees. 

The  nightingale  at  our  heads  ^ 

shall  dreaa  of  our  kisses! 

And  the  roses,  when  they  awake  in  the  aorning,. 
shall  glow  with  the  wonderous  rapture  of  the  nighJ^ 


L’  Horizon  Chimerique  (The  Illusory  Horizon) 

Music  by  Gabriel  Faure 
Poems  by  Jean  de  la  Ville  de  Mirmont 


The  sea  is  infinite  and  my  dreams  are  wild. 

The  sea  sings  to  the  sun  as  it  beats  against  the  cliffs, 
And  my  light  dreams  are  overjoyed  beyond  words 
To  dance  upon  the  sea  like  tipsy  birds. 

The  vast  movement  of  the  waves  carries  them  away, 
The  breeze  tosses  them  and  rolls  them  in  its  folds; 
Playing  in  the  ship’s  track,  they  form  an  escort 
To  the  vessels  whose  flight  my  heart  has  followed. 

Drunk  on  air  and  salt,  and  stung  by  the  foam 
Of  the  sea  which  consoles  and  washes  away  tears, 
They  will  know  the  open  sea  and  its  good  bitterness; 
The  lost  seagulls  will  take  them  for  their  own. 


I have  embarked  on  a ship  which  dances 
And  rolls  from  side  to  side,  and  pitches  and  rocks. 

My  feet  have  forgotten  the  earth  and  its  paths; 

The  supple  waves  have  taught  me  other  cadences 
More  beautiful  than  the  weary  rhythm  of  human  songs. 

To  live  among  you,  alas!  Had  I a soul? 

My  brothers,  I have  suffered  on  all  your  shores. 

I want  only  the  sea,  I want  only  the  wind  o >' 

To  rock  me  like  a child  in  the  cradle  of  its  waves. 

Beyond  the  port  which  is  no  more  than  a fading  image 
The  tears  of  departure  no  longer  burn  my  eyes, 

I do  not  remember  my  last  farewells...  > 

'f 

O my  pain,  my  pain,  where  have  I left  you? 


Diana,  Silene,  moon  of  beautiful  metal, 
Reflecting  towards  us  on  your  desolate  surface, 
In  the  eternal  monotony  of  sidereal  calm, 

The  regret  for  a sun  whose  loss  we  mourn. 


Faure,  (cont.) 


O moon,  I envy  your  limpidity, 

Humiliating  to  the  vain  striving  of  poor  souls. 
And  my  heart,  ever  weary  and  ever  restless, 
Yearns  for  the  peace  of  your  nocturnal  flame. 


Ships,  we  have  loved  you  to  no  avail; 

The  last  of  you  has  set  sail  upon  the  sea. 

The  setting  sun  has  borne  away  so  many  spread  sails 
That  this  port  and  my  heart  are  forever  forsaken. 

The  sea  has  returned  you  to  your  destiny, 

Beyond  the  shore  where  our  steps  must  cease. 

We  could  not  have  held  your  souls  enchained; 

You  have  need  of  distances  which  are  unknown  to  me. 

I belong  to  those  whose  desires  are  of  this  earth. 

The  wind  which  elates  you  fills  my  heart  with  fright. 

But  your  call  when  evening  falls  makes  me  despair. 
For  I feel  within  me  great  departures  unfulfilled. 


Selected  Songs  of  Henry  Purcell 


flu  s i c for  a while 

Music  for  a while,  shall  all  your  cares  beguile: 

Wondering  how  your  pains  were  eased,  and  disdaining  to  be  pleased, 

Till  Alecto  free  the  dead  from  their  eternal  bands, 

Till  the  snakes  drop  from  her  head  and  the  whip  from  out  her  hands. 

Music  for  a while,  shall  all  your  cares  beguile. 

Strike  the  Uiol 

Strike  the  viol,  touch  the  lute; 

Wake  the  harp,  inspire  the  flute. 

Sing  your  patronesse’s  praise; 

Sing  in  cheerful  and  harmonious  lays. 

Sweeter  than  roses 

Sweeter  than  roses,  or  cool  evening  breeze, 

On  a warm  flowery  shore,  was  the  dear  kiss, 
first  trembling  made  me  freeze, 

Then  shot  like  fire  all  over. 

What  magic  has  victorious  love! 

for  all  I touch  or  see,  since  that  dear  kiss, 

I hourly  prove,  all  is  love  to  me. 

If  music  be  the  food  of  loue 

If  music  be  the  food  of  love,  sing  on  till  I am  filled  with  joy, 

For  then  my  listening  soul  you  move  to  pleasures  that  can  never  cloy. 

Your  eyes,  your  mien,  your  tongue  declare,  that  you  are  music  everywhere. 
Pleasures  invade  both  eye  and  ear,  y 

So  fierce  the  transports  are,  they  wound, 

and  all  my  senses  feasted  are  though  yet  the  treat  is  ’Only  sound. 

Sure  I must  perish  by  your  charms,  unless  you  save  me  in  your  arms. 


Be33  of  Bedlam 

From  silent  shades  and  the  Elysian  groves, 
where  sad  deperted  spirits  mourn  their  loves; 

From  crystal  streams  and  from  that  country  where  Jove 
crowns  the  fields  with  flowers  all  the  year, 

Poor  senseless  Bess,  clothed  in  her  rags  and  folly, 
is  come  to  cure  her  lovesick  melancholy. 

Bright  Cynthia  kept  her  revels  late,  'while  Mab  the  Fairy  Queen  did  dance, 
And  uberon  did  sit  in  state,  while  Mars  at  Venus  ran  his  lance. 

In  yonder  cowslip  lies  my  dear,  entombed  in  liquid  gems  of  dew; 

Each  day  I’ll  water  it  with  a tear,  its  fading  blossom  to  renew. 

For  since  my  love  is  '.lead,  and  all  my  joys  are  gone, 

Poor  Bess  for  his  sake,  a garland  will  make,  my  music  shall  be  a groan. 
I’ll  lay  me  down  and  die,  within  some  hollow  tree. 

The  raven  and  cat,  the  owl  and  bat,  shall  warble  forth  my  elegy. 

Did  you  but  see  my  love  as  he  passed  by  you? 

His  two  flaming  eyes  if  he  come  nigh  you  they  will  bum  up  your  hearts! 
Ladies  beware  ye,  lest  he  should  dart  a flame  that  nay  ensnare  ye. 

Hark!  Hark!  I hear  old  Charon  bawl,  his  boat  he  will  no  longer  stay, 

Aid  Furies  lash  their  whips  and  call,  ‘Home,  come  away.” 

Poor  Bess  will  return  to  the  place  whence  she  came. 

Since  the  world  is  so  mad,  she  can  hope  for  no  cure; 

For  love’s  grown  a bubble,  a shadow,  a rone, 

Which  fools  do  admire  and  wise  men  endure. 

Cold  and  hungry  am  I grown, 

Ambrosia  will  I feed  upon,  drink  nectar  still  and  sing.' 

Who  is  content,  does  all  sorrow  prevent, 

And  Bess  in  her  straw,  whilst  free  from  the  law, 

In  her  thoughts  is  a great  as  a King. 


Le  Travail  du  Peintre/The  Work  of  the  Painter 
Paul  Eluard/Francis  Poulenc 
Pablo  Picasso 

Surround  this  lemon  with  formless  white  of  egg 
coat  this  egg  white  with  a malleable  delicate 
blue 

although  the  straight  black  line  surely  comes 
from  you 

the  dawn  lies  behind  your  picture 

And  innumerable  walls  crumble 

behind  your  picture  and  you  your  eyes  fixed 

like  a blind  man  like  a madman 

you  put  a tall  sword  in  the  empty  space 

A hand  why  not  a second  hand 
and  why  not  a naked  mouth  like  a quill 
why  not  a smile  and  why  not  tears 
on  the  very  edge  of  the  canvas  where  little  nails 
play 

This  is  the  day  of  others  leave  their  good  fortune 
to  the  shadows 

and  with  a single  movement  of  the  eyelids 
renounce. 

Marc  Chagall 

Ass  or  cow  cock  or  horse 
even  the  skin  of  a violin 
a singing  man  a single  bird 
agile  dancer  with  his  wife 

Couple  drenched  in  their  springtime 

The  gold  of  the  grass  the  lead  of  the  sky 

divided  by  the  blue  flames 

of  health  and  of  dew 

the  blood  grows  iridescent  the  heart  rings 

A couple  the  first  reflection 

And  in  an  underground  cavern  of  snow 
the  opulent  vine  delineates 
a face  with  moon-like  lips 
which  has  never  slept  at  night 


Georges  Braque 
A bird  flies  away, 

it  throws  off  the  clouds  like  a useless  veil, 
it  has  never  feared  the  light, 
locked  in  its  flight, 
it  has  never  had  a shadow. 

Husks  of  harvest  grains  split  by  the  sun. 

All  the  leaves  of  the  wood  say  yes, 

they  can  say  nothing  but  yes, 

every  question,  every  answer 

and  the  dew  flows  in  the  depth  of  this  yes. 

A man  with  carefree  eyes  describes  the  heaven  of 
love. 

He  gathers  its  wonders 
like  leaves  in  a wood, 
like  birds  in  their  wings 
and  men  in  sleep. 

Juan  Gris 

By  day  give  thanks  by  night  beware 
sweetness  one  half  of  the  world 
the  other  showed  blind  harshness 

In  the  veins  a merciless  present  was  read 
in  the  beauties  of  the  contours  limited  space 
cemented  all  the  joinings  of  familiar  objects 

Table  guitar  and  empty  glass 
on  a length  of  solid  earth 
of  white  canvas  of  nocturnal  air 

Table  had  to  support  itself 

lamp  to  remain  a seed  of  the  shadow 

newspaper  abandoning  half  of  itself 

Twice  the  day  twice  the  night 
of  two  objects  a double  object 
a single  whole  for  ever  and  ever. 

Paul  Klee 

On  the  fatal  sjope  the  traveller  benefits 
from  the  favour  of  the  day,  glazed  with  frost  and 
without  pebbles, 

and  his  eyes  blue  with  love,  discovers  his  season 
which  bears  on  every  finger  great  stars  as  rings. 

On  the  shore  the  sea  has  left  its  ears 
and  the  hollowed  sand  site  of  a great  crime. 

The  agony  is  worse  for  the  executioners  than  for 
the  victims 

knives  are  omens  and  bullets  tears 


Joan  Miro 

Sun  of  prey  prisoner  of  my  head, 
remove  the  hill,  remove  the  forest. 

The  sky  is  more  beautiful  than  ever. 

The  dragonflies  of  the  grapes 
give  precise  forms  to  it 
that  I dispel  with  a gesture. 

Clouds  of  primeval  day, 

insensitive  clouds  sanctioned  by  nothing, 

their  seeds  bum 

in  the  straw  fires  of  my  glances. 

In  the  end,  to  cloak  itself  with  dawn 
the  sky  must  be  as  pure  as  the  night. 

Jacques  Villon 
Irremediable  life 
life  ever  to  be  cherished 

Despite  scourges 
and  base  morals 
despite  false  stars 
and  encroaching  ashes 

Despite  grinding  fevers 
blows  to  the  gut 
dried  up  breasts  foolish  faces 
despite  the  mortal  suns 

Despite  the  dead  gods 
despite  the  lies 
dawn  horizon  water 
bird  man  love 

Man  light-hearted  and  good 
soothing  the  earth 
clearing  the  woods 
illuminating  the  stone 

And  the  nocturnal  rose 
and  the  blood  of  the  crowd. 

Adapted  from  translations  byWinifred  Radford 
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SEVENTH  CHAMBER  MUSIC  CONCERT 

Sunday,  August  4,  1996  at  10:00  a.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  James  Kelleher,  Fenwick  Smith,  William  Purvis, 
Eugene  Lehner,  and  Joel  Krosnick 


Alexandros  Kalogeras  Entrata  (1995) 

Glen  Cherry,  Julide  Yalcin,  violins 
Jessie-Leah  Greenbaum,  viola 
Paige  Riggs,  cello 
Charles  DeRamus,  bass 
Lisa-Marie  Amos,  flute,  piccolo 
Sandy  Stimson,  oboe,  English  horn 
Sarah  Elbaz,  clarinet 
Laurel  Sharp,  bassoon 
Jennifer  Montone,  horn 
Kevin  Finamore,  trumpet 
Jarod  Vermette,  trombone 
Matthew  Strauss,  Eric  Millstein,  percussion 
Noriko  Sato,  harp 
Naomi  Niskala,  piano,  celesta 
James  Kelleher,  conductor 

Born  in  Athens,  Alexandros  Kalogeras  received  his  B.M.  and  M.M. 
degrees  in  composition  from  Boston  University  and  his  Ph.D.  from 
Harvard.  His  teachers  include  Theodore  Antoniou,  Bernard  Rands,  John 
Harbison  and  Donald  Martino.  He  worked  with  Mario  Davidovsky  on 
Computer  Music  and  with  Barry  Vercoe  at  the  Media  Lab  at  Massachusetts 
Institute  of  Technology.  He  participated  in  the  Composers'  Workshops 
of  Centre  Acanthes  in  Avignon  with  Olivier  Messiaen,  Luigi  Nono  and 
Toru  Takemitsu,  and  in  the  Vacation  Courses  in  Darmstadt.  His  work 
includes  pieces  for  solo  instruments,  chamber  music,  orchestra, 
chorus,  and  the  theater  as  well  as  electronic  and  computer  music,  and 
he  has  received  commissions  from  the  Pittsburgh  New  Music  Ensemble, 
ALEA  III,  Nuove  Sinchronie  in  Milan,  the  St.  Petersburg  Woodwind 
Quintet  and  the  Greek  National  Radio  Station.  Five  of  his  works  have 
won  first  prizes  in  competitions  in  the  US  and  Europe.  Currently 
teaching  music  at  Harvard  and  the  Berklee  College  of  Music,  Alexandros 
Kalogeras  is  a fellow  in  composition  at  the  1996  Tanglewood  Music 
Center . 

"Entrata  was  commissioned  by  the  Pittsburgh  New  Music  Ensemble  for  the 
twentieth  anniversary  season  1995-96.  Therefore  it  celebrates  the 
occasion  with  a fast  tempo  and  festive  character  (allegro  giocoso) . 

All  instrumentalists  are  highlighted  in  solos  or  in  small  groups,  with 
passages  characteristic  to  their  instruments;  sometimes  fast, 
virtuosic  and  exuberant,  sometimes  slow  and  melodious,  and  sometimes 
in  idiomatic  textures.  Entrata  means  'introduction'  which  underlines 
the  character  of  the  piece." 

-A. K. - 


deFalla  Concerto  for  harpsichord  or  piano,  flute, 

oboe,  clarinet,  violin  and  cello 
Allegro 

Lento  (giubiloso  ed  energico) 

Vivace  (flessibile,  scherzando) 

Marta  Aznavoorian,  piano 

Hilary  Foster,  violin  Lisa-Marie  Amos,  flute 

Rebecca  Carrington,  cello  Erin  McCullough,  oboe 

Michael  Bepko,  clarinet 


BALDWIN  PIANO 


Lisa  Reim 


SW2 


Hilary  Foster,  violin 
Yuka  Nishino,  violin 
Anne  Lindeskov,  viola 
Marika  Kobayashi,  cello 
Robert  Rohwer,  bass 


Lisa-Maree  Amos,  piccolo 
Todd  Skitch,  flute 
Lora  Schaefer,  oboe 
Carey  Bell,  clarinet 
Haley  Hoops,  horn 


Amanda  McIntosh,  bass  clarinet 
Mark  Flegg,  trumpet  Scott  Thornton,  bass  trombone 
Joseph  Pereira,  Edward  Atkatz,  percussion 


Born  in  Munich,  Lisa  Reim  has  lived  in  England  since  1993.  She 
studied  at  Dartington  College  of  Arts  (BAhons.)  and  received  her 
Doctorate  in  Composition  at  the  University  of  York.  She  worked  and 
performed  with  theatre  companies  in  Europe  and  with  musicians  from 
various  parts  of  the  world  in  London.  Having  received  a strict 
musical  training  in  Germany  she  was  taught  aspects  of  music  often  not 
included  in  traditional  music  education.  Lisa  Reim  is  a fellow  in 
composition  at  the  1996  Tanglewood  Music  Center. 

"SW2  is  the  post  code  of  Brixton  in  London.  What  captures  the 
imagination  in  SW2  is  the  possibility  of  exploring  different  aspects 
of  the  perception  of  rhythm  and  its  relationship  to  pitch.  The 
rhythms  in  SW2  are  transformed  from  irregular,  gestural  interpretation 
to  a more  metrical  use.  The  piece  starts  with  a percussion  'cadenza,' 
using  'unpitched'  instruments.  The  material  is  allusive,  fragmented 
and  nervous,  with  irregular  rhythms,  which  are  independent  of  a 
perceived  pulse.  By  doing  this,  the  emphasis  is  shifted  from  rhythm 
to  pitch,  concentrating  on  the  sound  world  (tone  colour)  of 
instruments  which  tend  to  neglect  the  aspect  of  'pitch. ' 

Progressively,  SW2  exploits  the  repetition  of  regular/irregular 
intervallic  pulses  and  finishes  with  a sense  of  'rhythm.'  Today,  only 
the  2nd  and  3rd  movements  will  be  performed;  therefore  the  music  will 
begin  almost  at  the  point  of  its  ' resolution. '"-L.R.- 


Beethoven  Quartet  in  B-flat  Major,  Op.  133 

(Grosse  Fuge) 

Christopher  Neal,  violin  Abigail  Kubert,  viola 

Ralph  Allen,  violin  Iris  Jortner,  cello 


Schubert  Quintet  in  C Major,  D.  956 

Allegro  ma  non  troppo 
Adagio 

Scherzo:  Presto 
Allegretto 

Elise  Kuder,  Salley,  Koo,  violins 
Chi-Chuan  Teng,  viola 

Jan  Muller-Szeraws , Aron  Zelkowicz,  cellos 


The  Tanglewood  Music  Center  is  supported  by  a 
generous  grant  from  The  Helen  F.  Whitaker  Fund. 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 

FOURTH  RECITAL 

Sunday,  August  4,  1996  at  8:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


66  Times;  the  Voice  of  Pines  and  Cedars  Shih-Hui  Chen 

(poetry  translated  from  anonymous  10th  century 
Japanese  texts) 

With  intensity  and  delicacy 

Cheerfully 

Quietly 

Solemnly  and  freely 

Brenda  Patterson,  mezzo-soprano 
Duane  Padilla,  violin 
Lawrence  Stomberg,  cello 
Todd  Skitch,  flute,  piccolo 
Jean-Phillippe  Vivier,  clarinet 
Tomoko  Sato,  harp 

Lorenzo  Ferrandiz-Carrillo,  Eric  Millstein,  percussion 
Stefan  Asbury,  conductor 

Shih-Hui  Chen,  born  in  Taiwan,  received  degrees  from  the  National 
Academy  of  Arts  in  Taiwan  (diploma) , Northern  Illinois  University 
(M.M.),  and  Boston  University  (D.M.A.). 

Ms.  Chen  has  received  commissions,  fellowships,  grants  and  performance 
from  the  Mary  Ingraham  Bunting  Institute;  Fromm  Foundation;  National 
Endowment  for  the  Arts;  Meet  the  Composer,  Cleveland  Chamber  Symphony, 
the  Philadelphis  Symphony  Orchestra;  Aspen  Music  Festival;  Asian 
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Cinq  Poemes  de  Baudelaire  Claude  Debussy 

Le  balcon 
Harmonie  du  soir 
Le  jet  d'eau 
Recueillement 
La  mort  des  amants 

Michaela  Gurevich,  soprano 
David  Zobel,  piano 


BALDWIN  PIANO 


Seven  Sonnets  of  Michelangelo,  Op.  22  Benjamin 

XVI.  Si  come  nella  penna  e nell'  inchiostro . . . 

XXXI.  A che  piu  debt)'  io  Mai  1 ' intensa  voglia... 
XXX.  Veggio  co ' bei  vostri  occhi  un  dolce  lume... 

LV.  Tu  sa ' ch'io  so,  signior  mie,  che  tu  sai... 

XXXVIII.  Rendete  a gli  occhi  miei,  o fonte  o fiume. . . 
XXXII.  S'un  casto  amor,  s'una  pieta  superna. . . 

XXIV.  Spirito  ben  nato,  in  cui  si  specchia  e vede., 


Britten 
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II.  Ecclesiastes  IV:  1-3 

III.  Ecclesiasticus  XLI:  1-2 

IV.  I Corinthians,  XIII:  1-3,  12-13 
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Dana  Brown,  piano 
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66  Times,  by  Shih-Hui  Chen 


I . flying  wing  in  wing 
across  the  white  clouds  of  the 

night  sky  the  wild  geese 
go  their  v.ery  number 
vivid  beneath  the  autumn  moon 

II.  (combination  of  three  poems) 

oh  sweet  nightingale 
your  first  songs  of  the  season 
unleashed  unbidden 
a love  without  an  object  a 
love  without  the  hope  of  joy 

oh  sweet  nightingale 
of  the  mountains  you  who  wait 
for  midsummer's  month 
flutter  your  wings  raise  your  voice 
sing  us  your  unforgotten  song 

oh  sweet  nightingale 
do  not  return  to  your  home 
in  faraway  hills 

as  long  as  you  can  sing  please 
remain  here  in  my  garden 

III. 

when  the  warm  mists  veil 
all  and  buds  swell  while  yet  the 
spring  snows  drift  downward 
even  in  the  hibernal 
village  crystal  blossoms  fall 

IV. 

sixty- six  times  have  these  eyes  beheld  the 
changing  scenes  of  autumn 
I have  said  enough  about  moonlight;  ask  me 
no  more 

Only  listen  to  the  voice  of  pines  and  cedars 
when  no  wind  stirs 


Poems  I-III:  permission  of  Princeton  University  Press 
Poem  IV:  permission  of  Charles  E.  Tuttle  Co.,  Inc. 
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Cinq  Poemes  de  Baudelaire,  by  Claude  Debussy 

VIII.  Le  balcon  (The  balcony-) 

Mother  of  remembrances,  mistress  of  mistresses, 

0 you,  my  every  pleasure!  Oh  you,  ray  every  obligation! 

You  will  recall  the  beauty  of  caresses, 

The  peacefulness  of  home,  and  the  charm  of  evenings; 

Mother  of  remembrances,  mistress  of  mistresses, 

Evenings  lighted  by  the  glow  of  the  coals, 

And  evenings  on  the  balcony,  veiled  by  rosy  mist,  -- 
How  sweet  your  breast  seemed  to  me! 

How  kind  your  heart  seemed  to  me! 

We  often  spoke  of  imperishable  things 

On  those  evenings,  lighted  by  the  glow  of  the  coals. 

How  beautiful  was  the  sun  on  torrid  evenings! 

How  vast  is  space!  How  powerful  is  the  heart! 

Leaning  toward  you,  Queen  of  all  adored  ones, 

1 imagined  that  I breathed  the  fragrance  of  your  blood. 

How  beautiful  is  the  sun  on  torrid  evenings! 

The  night  became  close,  as  if  surrounded  by  walls, 

And  my  eyes  in  the  darkness  sought  out  your  eyes, 

And  I imbibed  our  breath,  0 sweetness,  0 venom! 

And  your  feet  became  numb  in  my  brotherly  hands; 

The  night  became  close,  as  if  surrounded  by  walls. 

I know  the  art  of  evoking  happy  moments , 

And  I saw  again  my  past,  playing  about  your  knees.. 

For  why  should  one  search  for  your  languorous  beauty 

Any  place  except  in  your  dear  body  and  in  your  gentle  heart? 

I know  the  art  of  evoking  happy  moments ! 

Those  vows,  those  perfumes,  those  endless  kisses, 

Were  they  reborn  out  of  a depth  beyond  our  reach, 

As  the  rejuvenated  sun  rises  again  into  the  sky, 

After  it  has  bathed  at  the  bottom  of  deep  oceans 
0 vows!  0 fragrance!  0 endless  kisses! 

IX,  Harmonie  du  soir  (Evening  harmony) 

Now  comes  that  time  when,  trembling  on  its  stem, 

Each  flower  exhales  fragrance  like  a censer; 

The  sounds  and  perfumes  whirl  in  the  evening  air, 

A melancholy  waltz  and  a languorous  intoxication. 

Each  flower  exhales  fragrance  like  a censer, 

The  violin  vibrates  like  a heart  in  distress, 

A melancholy  waltz  and  a languorous  intoxication, 

The  sky  is  sad  and  beautiful,  like  a great  altar; 

The  violin  vibrates  like  a heart  in  distress, 

A tender  heart,  which  abhors  the  vast  and  somber  void! 

The  sky  is  sad  and  beautiful,  like  a great  altar, 

The  sun  has  drowned  in  its  own  blood,  which  is  congealing. 

A tender  heart,  which  abhors  the  vast  and  somber  void, 

Recalls  all  memories  of  the  luminous  past. 

The  sun  has  drowned  in  its  own  blood,  which  is  congealing,  -- 
My  memory  of  you  shines  like  a monstrance. 
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Your  beautiful  eyes  are  weary,  my 
poor  beloved! 

Rest  a while  without  opening  them, 

In  this  carefree  pose 

In  which  pleasure  has  come  upon  you. 

In  the  courtyard,  the  fountain  which 
chatters 

And  never  ceases,  day  or  night, 
Sustains  sweetly  the  ecstasy 
In  which  love  has  engulfed  me  tonight. 
The  column  of  water  which  rocks 
Its  thousand  flowers, 

Which  the  moon  penetrates 
With  its  pale  light, 

Falls  like  a shower 
Of  large  tears . 


(The  fountain) 

And  so  your  soul,  setting  aflame 
The  fiery  lightning  of  desire, 

Leaps  quickly  and  fearlessly 
Toward  the  vast,  enchanted  skies. 

Then  it  diffuses,  dying 

In  a wave  of  sad  languor 

Which,  by  way  of  an  invisible  incline, 

Descends  to  the  depths  of  my  heart. 

Oh,  you,  whom  the  night  makes  so 
beautiful , 

I find  it  sweet,  leaning  against  your 
bosom , 

To  listen  to  the  eternal  lament 
That  sobs  in  the  fountain. 

Moon,  sonorous  water,  blessed  night, 
Trees  trembling  all  about,  -- 
Your  pure  melancholy 
Is  the  reflection  of  my  love. 


XI.  Recue illement  (Introspection) 

Be  wise,  oh  my  sorrow,  and  behave  more  calmly; 

You  wished  for  the  evening;  it  descends,  it  is  here! 

A dark  haze  envelopes  the  city, 

Bringing  to  some  peace,  to  others  anxiety. 

While  the  base  multitude  of  mortals, 

Under  the  whip  of  Pleasure,  that  merciless  executioner, 

Will  suffer  the  pangs  of  remorse  at  the  lowly  feast, 

Sorrow  of  mine,  give  me  your  hand. 

Come  hither,  far  away  from  them. 

See  the  dead  years  leaning 

Over  the  balconies  of  heaven,  in  faded  garments. 

See  scornfully  smiling  Regret  emerge  from  the  depths  of  the  waters, 
The  dying  sun  going  to  sleep  beneath  an  arch; 

And,  like  a long  shroud  trailing  towards  the  East, 

Hear,  my  beloved,  hear  the  gentle  night  approaching. 


XII.  La  mort  des  amants  (The  death  of  lovers) 


We  shall  have  beds  scented  with 
faint  perfumes , 

Divans  sunken  like  tombs, 

And  strange  flowers  on  the  shelves, 
Unfolding  for  us  beneath  skies  more 
lovely , 

Vying  with  each  other,  in  their 
expiring  fires; 

Our  two  hearts  will  be  two  great 
torches , 

Reflecting  their  double  light 


In  our  two  spirits,  these  twin  mirrors 
On  an  evening  spun  of  rose  and  mystic 
blue 

We  shall  exchange  a single  lightning 
flash , 

Like  a long  sob  charged  with  parting, 
And  later,  an  angel,  opening  the  gates 
Will  restore  to  life,  faithful  and 
j oyful , 

The  tarnished  mirrors  and  the  extinct 
flames . 
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Seven  Sonnets  of  Michelangelo,  by  Benjamin  Britten 

Sonnet  XVI 


Just  as  there  is  in  pen  and  ink 
A high,  low  and  middle  style. 

There  are  also  rich  and  poor  images 
According  to  our  talent  and  skills. 
So,  my  dear  sir,  in  your  breast 
There  may  be  as  much  humility  as 
pride : 

But  I only  draw  forth  what  is  in  me 
And  what  shows  outside  on  my  face. 


He  who  sows  sighs,  tears,  and  pains, 
(Heaven's  moisture  on  earth,  simple 
and  pure , 

Works  in  different  ways  for  different 
seeds) , 

Gathers  and  reaps  sadness  and  sorrow: 
He  who  looks  on  beauty  with  such  great 
grief, 

Gathers  and  reaps  doubtful  hopes  and 
bitter  distress. 

My  dear  sir. 


Sonnet  XXXI 


Why  should  I go  on  venting  my  intense  desire 
With  distress  and  sad  words, 

If  heaven  which  dresses  the  soul  with  grief, 

Neither  sooner  nor  later  relieves  our  pain? 

Why  should  my  heart  long  to  die, 

If  others  must  die  also? 

So  let  my  eyes  feel  less  pain  in  their  final  hours; 
All  my  pain  being  greater  than  all  of  my  joy. 

But,  if  I can't  avoid  these  blows, 

And,  indeed,  go  to  meet  them,  since  it  is  fated, 

Who  comes  between  my  pleasure  and  my  pain? 

If  I must  find  happiness  by  being  captured  and  held, 
Is  it  any  wonder  that,  naked  and  alone, 

I remain  a prisoner  of  a cavalier  in  arms. 

Sonnet  XXX 


I see  o sweet  light  with  your  eyes, 
Which  with  my  blind  ones  I cannot; 

I carry  a weight  with  your  feet  on 
my  back, 

Which  with  my  lames  ones  I cannot; 

I fly  with  your  featherless  wings ; 
With  your  spirit  I constantly  move 
toward  heaven; 

At  your  will  I turn  pale  or  blush; 


Am  cold  in  the  sun,  hot  in  the  cold 
mist . 

Your  wishes  are  my  sole  desire, 

My  thought  are  born  in  your  heart, 
Your  breath  forms  my  words. 

I am  like  the  moon  all  alone; 

Which  our  eyes  fail  to  see  in  Heaven, 
Except  for  the  part  which  the  sun 
illumines . 


Sonnet  LV 

You  know  that  I know,  my  sir,  that  you  know 

That  I have  come  to  be  nearer  to  you  and  enjoy  you  more; 

And  you  know  that  I know  that  you  know  that  I am  the  same. 

So  why  do  I hesitate  greeting  you? 

If  the  hope  that  you  give  me  is  true, 

And  if  the  desires  I have  are  true, 

Then  let  the  wall  between  us  crumble; 

Forhidden  woes  have  double  force. 

If  I only  love  in  you,  my  dear  sir, 

That  which  you  love  the  most,  don't  be  angry; 

For  one  spirit  is  enamoured  of  another. 

That  which  in  your  beautiful  face  I have  desired  and  learned, 
Is  poorly  understood  by  humankind. 

He  who  wishes  to  see  it,  must  first  die. 
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Sonnec  XXXVIII 


Give  back  Co  my  eyes,  you  fourtcains  and  rivers, 

The  waves  of  Che  scrong  currencs  chac  are  noc  yours, 

Which  raise  and  swell  wich  more  energy, 

Than  is  your  nacural  way. 

And  you,  dense  air,  which  obscures  heaven's  lighc, 

From  my  sad  eyes  because  you  are  so  full  of  my  sighs, 

Give  chem  back-  Co  my  weary  heart 

And  lighcen  your  dark  face  Co  my  sighc. 

Give  back  Co  che  earch  Che  Graces  of  my  foocsceps 
So  chac  che  crushed  grass  may  grow  again; 

And  echo,  ever  deaf  Co  my  LamenCs , recurn  che  sounds; 
Blessed  pupils,  recurn  che  glances  Co  my  eyes; 

So  chac  I may  love  anocher  beaucy  ac  anocher  time, 

Since  you  are  noc  pleased  wich  me. 

Sonne c XXXII 

If  chere  is  pure  love  and  heavenly  compassion, 

If  a forcune  becveen  Cwo  lovers  is  equal, 

If  a biccer  face  is  shared  by  one  anocher, 

If  one  spiric  and  one  will  governs  cwo  hearcs , 

If  one  soul  is  made  eternal  in  two  bodies, 

Both  rising  to  heaven  wich  che  same  wings; 

If  love's  gilded  arrow  can  wich  one  blow 
Pierce  and  inflame  che  depchs  of  cwo  hearts; 

If  in  loving  one  anocher  above  one's  self 
Wich  one  delight  and  one  pleasure  so  rewarding 
That  boch  strive  cowards  che  same  end: 

If  thousands  and  thousands  are  not  worth  a hundredth  part 
Of  such  a bond  of  love,  of  such  faich; 

Can  anger  alone  break  and  dissolve  ic? 

Sonnet  XXIV 


Well  born  spiric,  in  whom  we  look 
and  reflect 

In  your  beloved  and  honest  limbs 
Which  show  what  nature  and  heaven 
can  achieve  among  us , 

Excelling  any  ocher  work  of  beaucy: 
Graceful  spiric,  in  whom  one 
hopes  and  believes 
Wichin;  like  what  shows  on  che 
outside , 


Love,  pity,  mercy;  chat  are  so  rare  are 
there 

which  no  beauty  ever  had  with  faith- 
fulness , 

Love  seizes  me , and  beauty  binds  me; 

And  with  their  sweet  glances,  pity  and 
and  mercy 

Appear  to  give  my  heart  firm  hope. 

What  rule  or  government  of  the  world 

What  cruelty  now  or  later, 

Could  not  allow  death  to  release  such  a 
beautiful  face 
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Vier  Ernste  Gesange  (Four  Serious  Songs) . by  Johannes  Brahms 

I.  Ecclesiastes.  Ill:  19-22 

For  chat  which  befalleth  the  sons  of  men  befalleth  beasts;  even  one  thing 
befalleth  them:'  as  the  one  dieth,  so  dieth  the  other;  yea  they  have  all  one 
breath;  so  that  a man  hath  no  preeminence  above  a beast:  for  all  is  vanity. 

All  go  unto  one  place;  all  are  of  the  dust,  and  all  turn  to  dust  again. 

Who  knoweth  the  spirit  of  man  that  goeth  upward,  and  the  spirit  of  the  beast 
that  goeth  downward  to  the  earth? 

Wherefore  I perceive  that  there  is  nothing  better,  than  that  a man  should 
rejoice  in  his  own  works;  for  that  is  his  portion:  for  who  shall  bring  him  to 
see  what  shall  be  after  him? 

II.  Ecclesiastes.  IV:  1-3 

So  I returned,  and  considered  all  the  oppressions  that  are  done  under  sun:  and 
behold  the  tears  of  such  as  were  oppressed,  and  they  had  no  comforter;  and  on 
the  side  of  their  oppressors  there  was  power;  but  they  had  no  comforter. 
Wherefore  I praised  the  dead  which  are  already  dead  more  than  the  living  which 
are  yet  alive. 

Yea,  better  is  he  than  both  they,  which  hath  not  yet  been,  who  hath  not  seen 
the  evil  work  that  is  done  under  the  sun. 

III.  Eccles iasticus , XLI : 1-2 

Oh  death,  how  bitter  is  the  reminder  of  you  to  one  who  lives  at  peace  among 
his  possessions,  to  a man  without  distractions,  who  is  prosperous  in 
everything,  and  still  has  the  vigor  to  enjoy  his  food! 

0 death,  how  welcome  is  your  sentence  to  one  who  is  in  need  and  is  failing  in 
strength,  very  old  and  distracted  over  everything;  to  one  who  is  contrary,  and 
has  lost  his  patience! 


IV.  I Corinthians.  XIII:  1-3.  12-13 

Though  I speak  with  the  tongues  of  men  and  of  angels,  and  have  not  charity,  I 
am  become  as  sounding  brass,  or  a tinkling  cymbal. 

And  though  I have  the  gift  of  prophecy,  and  understand  all  mysteries,  and  all 
knowledge;  and  though  I have  all  faith,  so  that  I could  remove  mountains,  and 
have  not  charity,  I am  nothing. 

And  though  I bestow  all  my  goods  to  feed  the  poor,  and  though  I give  my  body 
to  be  burned,  and  have  not  charity,  it  profiteth  me  nothing. 

For  now  we  see  through  a glass,  darkly;  but  then  face  to  face:  now  I know  in 
part;  but  then  shall  I know  even  as  also  I am  known. 

And  now  abide th  faith,  hope,  charity,  these  three;  but  the  greatest  of  these 
is  charity. 
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Lied  des  Verfolgten  im  Turm  (Song  of  the  Prisoner  in  the  Tower) 


The  Prisoner: 

Thoughts  are  free,  who  can  guess 
them ; 

They  rush  by  like  nocturnal  shadows, 

No  man  can  know  them,  no  hunter  can 
shoot  them, 

It's  fact,  it's  fact:  Thoughts  are 
free  . 

The  Maiden: 

Summer  is  a time  for  fun  on  a high 
wild  heath. 

There  one  finds  green  places, 

My  beloved  sweetheart,  from  you  I 
don't  want  to  separate! 

The  Prisoner: 

And  if  one  locks  me  up  in  a dark 
dungeon , 

this  is  all  but  vain  efforts: 

For  then  my  thoughts  tear  apart 
the  bars 

and  the  walls  in  two,  thoughts  are 
free  ! 


The  Prisoner: 

So  it  is,  like  it  will  be! 

And  if  it  must  be,  let  it  all  happen 
secretly ! 

My  wish  and  desire,  no  one  can  prevent! 
It  is  fact,  it  is  fact,  thoughts  are 
free  ! 

The  Maiden: 

My  darling,  you  sing  so  happily  like  the 
little  bird  in  the  grass; 

I stand  so  sadly  at  the  prison  door, 

I wish  I were  dead,  or  were  with  you, 

Ah,  must  I always  grieve? 

The  Prisoner: 

And  since  you  so  grieve, 

I renounce  love! 

And  if  I dare, 

then  nothing  can  bother  me! 

Therefore,  I can  in  my  heart 
always  laugh  and  have  fun. 

It  is  fact,  it  is  fact: 


Thoughts  are  free! 

The  Maiden: 

Summer  is  a time  for  fun  on  high, 
wild  mountains. 

One  is  there  totally  alone  on  high 
wild  mountains. 

One  doesn't  even  hear  children  yelling! 

The  air  is  soft  for  us! 


Rheinlegendchen  Little  Rhine  Legend 


Now  I mow  by  the  Neckar, 

Now  I mow  by  the  Rhine , 

Now  I have  a sweetheart, 

Now  I am  alone . 

What  good  is  mowing 
If  the  sickle  won't  cut? 
What  good  is  a sweetheart 
If  she  won't  stay  with  me? 

But  if  I must  mow 
By  the  Neckar,  by  the  Rhine; 
Then  I'll  throw  my  golden 
Ring  into  the  waters. 


And  as  the  ring  swims  on  down, 
A fish  will  swallow  it. 

That  little  fish  will  land 
On  the  King's  own  table. 

So  the  King  asks , 

Whose  ring  can  this  be? 

And  then  my  love  answers , 

That  ring  belongs  to  me. 

My  sweetheart  will  leap 
Up  hill  and  down  dale 
And  will  bring  back  to  me 
My  little  gold  ring. 
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Lob  des  hohen  verstands  (Praise  to  a Brilliant  Mind) 

Once  in  a deep  valley  a Cuckoo  and  Nightingale  made  a bet: 

To  sing  a masterpiece! 

Win  it  by  Art  or  win  it  by  Skill:  Thanks  should  he  carry  from  it. 

The  cuckoo  said: "If  it  pleases  you,  I have  selected  a Judge." 

And  right  away,  he  named  the  DONKEY! 

"For  since  he  has  two  large  ears,  he  can  therefore  hear  all  the  better, 
and  what  right  is , he  knows . " 

They  flew  before  the  Judge  quickly. 

When  the  matter  was  told  to  him,  he  decreed  they  should  sing. 


The  nightingale  sang  out  sweetly! 

The  Ass  said:  "You  make  it  confusing  you  confuse  me!" 
Heehaw!  Heehaw!  I can't  get  it  in  my  head!" 


The  cuckoo  therefore  began  his  song  swiftly  with  3rds,  4ths  and  5ths. 

The  Ass  it  pleased,  and  he  spoke  only ... "Wait , wait,  wait! 

Your  verdict,  I will  speak,  yes  speak. 

Indeed  well  you  have  sung  Nightingale! 

But  Cuckoo  you  sing  good  anthem!  And  you  held  the  beat  well  inside.  This  say 
I from  my  higher  understanding,  higher  understanding. 

And  even  if  it  costs  an  entire  country  - I let  you  this  win,  you  win! 

Cuckoo,  Cuckoo,  Heehaw!!!" 


Verlorne  Muh  (Wasted  Efforts') 


She:  Dear  Boy,  let's  go  out! 

Shall  we  look  at  our  lambs? 
Come,  dear  boy,  please  come! 

He:  Foolish  girl 

I will  not  go  out  with  you. 

She:  Perhaps  you  would  like  a bit 


He:  Silly,  girl,  I will  not  nibble 
from  you! 

She:  Come  on,  should  I give  you  my 
heart? 

Will  you  always  think  of  me? 
Forever,  forever! 

Take  it,  dear  boy,  take  it! 


to  nibble?  He:  Stupid  girl,  I don't  want  it  at  all! 

Get  something  out  of  my  bag! 

Get  it,  dear  boy,  please  get  it. 


Das  irdische 
"Mother,  oh  mother,  I am  so  hungry, 
Give  me  bread,  else  I will  die." 
"Only  wait,  my  beloved  child, 
Tomorrow  we'll  quickly  bring  in  the 
harvest . " 

And  when  the  grain  was  harvested, 
The  child  still  cried: 

"Mother,  oh  mother,  I am  so  hungry, 
Give  me  bread,  else  I will  die." 
"Only  wait,  my  beloved  child, 
Tomorrow  we'll  quickly  thresh." 


Leben  Earthlv  Life 
And  when  the  grain  was  threshed, 

The  child  still  cried: 

"Mother,  oh  mother,  I am  so  hungry, 
Give  me  bread,  else  I will  die." 
"Only  wait,  my  beloved  child, 
Tomorrow  we'll  quickly  bake." 

And  when  the  bread  was  baked, 

The  child  lay  on  his  bier. 


. V 
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Der  Tamboursg 1 sell  ("The  Drummer  Bov) 


I,  poor  drummer  boy! 

One  leads  me  from  che  chicked 
If  I had  a drummer  stayed, 

I would  not  lie  captured! 

Oh  gallows,  you  tall  house, 

You  look  so  frightening! 

I don't  look  upon  you  any  more! 
Because  I know  that  I will  belong 
to  it! 


Good  night,  you  marble  rocks,  you 
mountains  and  little  hills 
Good  night,  you  Officers,  Corporals 
and  Musketeers! 

Good  night,  you  Officers.  Corporals 
and  Grenadiers! 

I cry  with  a bright  voice: 

From  you,  I take  my  leave! 


Good  Night! 

When  the  soldiers  march  past,  who 
were  never  quartered  with  me, 
when  they  ask  "Who  I was:" 

Drummer  of  the  Body  company! 


and 

and 


Trost  im  Ungluck  f Comfort  in  Sorrow') 


Hussar : 

Now  then,  the  time  has  come! 

My  horse  must  be  saddled. 

I have  planned  it,  ridden  must  it 
be  ! 

Go  away  from  here,  I have  my  life 
I love  you  only  out  of  foolishness 
Without  you,  I can  indeed  live, 
yes  live! 

So  I sit  on  my  horse 
And  drink  a glass  of  cool  wine 
and  swear  by  my  little  beard 
to  be  true  to  you  forever. 


Girl : 

You  chink  you  are  the  most  beautifulest 
of  the  whole  wide  world 
and  also  the  nicest. 

It  is  by  far,  wrong! 

In  my  father's  garden, 
there  is  a flower  growing. 

I will  wait  till  it  gets  bigger. 

So,  go  away  from  her-,  I have  ray  life, 

I love  you  only  out  jf  foolishness 
Without  you  I can  indeed  live. 


Both:  D'  you  think  I'm  going  to  take  you? 
That  have  I not  at  all  in  mind. 

I must  be  ashamed  of  you, 

When  I'm  with  you  in  society. 
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BALDWIN  PIANO 


ZIGEUNERLIEDER 


Text  by  H . Conrat 


Johannes  Brahms,  Op.  103 


I.  Ho  there,  Gypsv,  strike  the  strin? , 

Play  the  song  of  the  faithless  maiden! 

Let  the  strings  weep,  lament  in  sad  anxiety, 

Till  the  warm  tears  flow  down  these  cheeks. 

II.  High  towering  Rima  waves, 

How  turbid  you  are! 

By  these  banks  I lament  loudly 
For  you  my  sweet! 

Waves  are  fleeing,  waves  are  streaming,  rushing 
To  the  shore,  to  me; 

Let  me  by  the  Rima  banks 
Forever  ween  for  her! 

III.  Do  you  know  when  my  little  one  is  her  loveliest? 

When  her  sweet  mouth  teases  and  laughs  and  kisses  me. 
Little  maiden  you  are  mine,  fervently  I kiss  you. 

The  good  Lord  created  you  just  for  me? 

Do  you  know  when  I like  my  lover  best  of  all? 

When  he  holds  me  closely  enfolded  in  his  arms. 
Sweetheart,  you  are  mine,  fervently  I kiss  you, 

The  good  Lord  created  you  just  for  me  alone! 

IV.  Dear  God,  you  know  how  often  I regretted 
The  kiss  I gave  but  once  to  my  beloved. 

My  heart  commanded  me  to  kiss  her. 

I shall  think  forever  of  the  first  kiss. 

Dear  God,  you  know  how  often  at  dead  of  night 
In  joy  and  in  sorrow  I thought  of  my  dearest  one. 

Love  is  sweet,  though  bitter  be  remorse. 

My  poor  heart  will  remain  ever,  ever  true! 

V.  The  bronzed  young  fellow  leads  to  the  dance 
His  lovely  blue-eved  maiden, 

Boldly  clanking  his  spurs  together, 

A Czardas  melody  begins. 

He  caresses  and  kisses  his  sweet  dove. 

Whirls  her,  leads  her,  shouts  and  springs  about; 
Throws  three  shiny,  silver  guilders 
On  the  cymbal  to  make  it  ring! 


girl  ! 


VI.  Roses  three  in  a row  bloom  so  red, 

There's  no  law  against  the  lad's  visiting  his 
Oh,  good  Lord,  if  that  too  were  forbidden, 

This  beautiful  wide  world  would  have  perished  long  ago, 
To  remain  single  would  be  a sin! 

The  loveliest  city  in  Alfold  is  Ketchkemet ! 

There- abide  so  many  maidens  sweet  and  nice. 

Friends,  go  there  to  choose  a little  bride; 

Ask  for  her  in  marriage  and  then  establish  your  home: 
Then  empty  cups  of  joy! 

VII.  Do  you  sometimes  recall. 

My  sweet  love, 

When  you  once  vowed  to  me  with  solemn  oath? 

Deceive  me  not,  leave  me  not, 

You  know  not  how  dear  you  are  to  me! 

Do  love  me  as  I love  you. 

Then  God's  grace  will  descend  upon  you! 

VIII.  Red  clouds  of  evening  move 
Across  the  firmament, 

Longing  for  you,  my  sweet, 

My  heart  is  afire, 

The  heavens  shine  in  glowing  splendor, 

And  I dreamt 

Only  of  that  sweet  love  of  mine. 


English  translation  by  Edith  Braun  and  Waldo  Lyman 


CANTICLE  II  : ABRAHAM  and  ISAAC 

Text  from  The  Chester  Miracle  Play 


GOD  SPEAKETH: 

Abraham!  My  servant  Abraham, 

Take  Isaac,  thy  son  by  name, 

That  thou  lovest  the  best  of  all, 

And  in  sacrifice  offer  him  to  me. 

Upon  that  hill  there  besides  thee. 
Abraham,  I will  that  so  it  be, 

For  aught  that  may  befall. 

ABRAHAM: 

My  Lord,  to  Thee  is  mine  intent 
Ever  to  be  obedient. 

That  son  that  Thou  to  me  has  sent 

Offer  I will  to  Thee 

Thy  bidding  done  shall  be. 

(to  Isaac) 

Make  thee  ready  my  dear  darling, 
For  we  must  do  a little  thing. 

ISAAC: 

Father  I am  all  ready. 

ABRAHAM: 

This  woode  do  on  my  back  it  bring, 
We  may  no  longer  abide. 

ISAAC: 

Father  I am  all  ready. 

ABRAHAM: 

A sword  and  fire  that  I will  take, 

For  sacrifice  behoves  meto  make; 
God’s  bidding  will  i not  forsake, 

But  ever  obedient  be. 

ISAAC: 

Father  I am  all  ready 
To  do  your  bidding  most  meekely, 
And  to  bear  this  wood  full  bayn  am  I, 
As  you  commanded  me. 


ABRAHAM: 


ISAAC: 


[Now,  Isaac  son,  go  we  our  way 
To  yonder  mount 
if  that  we  may, 


My  dear  father  I will  essay, 
I will  essay  to  follow, 
Follow  you  full  fain. 


ABRAHAM: 

Oh!  My  heart  will  break  in  three, 

To  hear  thy  words  I have  pitye; 

As  Thou  wilt,  Lord,  so  must  it  be, 

To  Thee  I will  be  bayn. 

Lay  down  thy  faggot,  my  own  son  dear. 

ISAAC: 

All  ready  father,  lo,  it  is  here. 

But  why  make  you  such  heavy  cheer? 
Are  you  anything  adread? 

ABRAHAM: 

Ah!  Dear  God!  That  me  is  woe! 

ISAAC: 

Father,  if  it  be  your  will, 

Where  is  the  beast  that  we  shall  kill? 

ABRAHAM: 

There  of,  son,  is  none  upon  this  hill. 
ISAAC: 

Father,  I am  full  sore  affeared 
To  see  you  bear  that  drawne  sword. 

ABRAHAM: 

Isaac,  son,  peace,  I pray  thee, 

Thou  breakest  my  heart  even  in  three. 

ISAAC: 

I pray  you,  father, 

Layn  nothing  from  me, 

But  tell  me  what  you  think! 

ABRAHAM: 

Ah!  Isaac,  Isaac, 

I must  thee  kill! 


ISAAC: 

Alas!  Father,  is  that  you  will, 

Your  owne  child  for  to  spill 
Upon  these  hides  brink? 

If  I have  trespassed  in  any  degree, 

Wth  a yard  you  may  beat  me; 

Put  up  your  sword  if  your  will  be, 

For  I am  but  a child, 

For  I am  but  a child. 

Would  God  my  mother 
Were  here  with  me! 

She  would  kneel  down 
Upon  her  knee, 

Praying  you,  father, 

If  it  may  be, 

For  to  save  my  life. 

Is  it  God’s  will 
I shall  be  slain? 

ABRAHAM: 

Yea,  son, 

It  is  not  for  to  layn. 

ISAAC: 

Father, 

Seeing  you  muste  needs  do  so 
Let  it  pass  lightly  and  over  go; 

Kneeling  on  my  knees  two, 

Your  blessing  on  me  spread. 

ABRAHAM: 

My  blessing  dear  son  give  I thee, 

And  thy  mother’s  with  heart  free; 

The  blessing  of  the  T rinity, 

My  dear  son,  on  thee  light. 

Come  hither  my  child, 

Thou  art  so  sweet, 

Thou  must  be  bound  both  hands  and  feet. 

ISAAC: 

Father,  do  with  me  as  you  will, 

I must  obey  and  that  is  skill. 

Godes  commandment  to  fulfil, 

For  needs  so  it  must  be. 


ABRAHAM: 

Oh  Isaac,  son, 

To  thee  I say 
God  hath  commanded 
me  here  today.  Sacrifice, 
this  is  no  nay, 

To  make  of  thy  bodye 
This  is  no  nay. 


ABRAHAM: 

Isaac,  Isaac, 

Blessed  must  thou  be. 

ISAAC: 

Father,  greet  well  my  brethrenying, 

And  pray  my  mother  of  her  blessing, 

I come  no  more,  no  more,  under  her  wing, 
Farewell  for  ever  and  aye. 

ABRAHAM: 

Farewell,  my  sweetest  son  of  grace! 


ISAAC: 

Farewell,  farewell, 

For  ever  and  aye... 

I pray  you  father, 

T urn  down  my  face, 

For  I am  sore  adread. 

ABRAHAM: 

Lord,  full  loath 
Were  I him  to  kill! 

ISAAC: 

Ah  mercy  father, 

Why  tarry  you  so? 

ABRAHAM: 

Jesu!  On  me  have  pity, 

That  I have  most  in  mind. 

ISAAC: 

Now  father,  I see  that  I shall  die 
Almighty  God  in  majesty! 

My  soul  I offer  unto  thee! 

GOD  SPEAKETH: 

Abraham! 

My  servant  dear,  Abraham, 

Lay  not  thy  sword  in  no  manner 
On  Issac  thy  dear  darling. 

For  thou  dreadest  me  well  not  I, 
That  of  thy  son  had  no  mercy, 
To  fulfil  my  bidding. 


ABRAHAM: 

Farewell,  my  sweetest  son, 
Farewell,  farewell... 


ABRAHAM: 

To  do  this  deed 
I am  sorrye! 


ABRAHAM: 

Ah,  Lord  of  Heav’n  and  King  of  bliss, 
Thy  bidding  shall  be  done  iwiss! 

A horned  wether  here  I see, 

Among  the  briars  tied  is  he, 

To  Thee  offered  shall  he  be 
Anon  right  in  this  place, 

Anon  right  in  this  place. 

Sacrifice  sent  me  is, 

And  all,  Lord,  through  thy  grace. 

ABRAHAM  and  ISAAC: 

Such  obedience  grant  us,  O Lord! 
Ever  to  thy  most  holy  word. 

That  in  the  same  we  may  accord 
As  this  Abraham  was  bayn; 

And  then  all  together  shall  we 
That  worthy  King  in  Heaven  see, 

And  dwell  with  him  in  great  glorye 
For  ever  and  ever, 

Amen. 


Das  Buch  der  hangenden  Garten.  Op.  15 

(The  Book  of  the  Hanging  Gardens) 

poetry  by  Stefan  George 


I.  Under  the  shelter  of  dense  green  leaves, 
where  fine  flakes  snow  down  from  stars, 
soft  voices  proclaim  their  sorrow, 
fable-animals  spew  jets  from  their 
brown  gaping  mouths  into  marble  basins 
from  which  little  brooks  rush  away,  lamenting: 
candles  come  to  fight  the  bushes, 

white  forms  to  part  the  waters. 

II.  Groves  in  these  paradises 
alternate  with  blossoming  meadows, 
halls,  gaily  painted  floortiles. 

Slender  stork  bills  ripple 

ponds,  irridescent  with  fish, 

rows  of  birds,  shining  dully 

on  the  crooked  roofs,  warble 

and  the  golden  rushes  rustle  — 

but  my  dream  pursues  only  one  thing. 

III.  As  a novice  I entered  your  sanctuary; 
no  astonishment  was  in  my  face, 

no  desire  active  in  me  before  I saw  you. 

Look  graciously  upon  my  young  folded  hands; 
choose  me  as  one  of  those  who  are  in  your  service, 
and  with  compassionate  patience,  spare 
him  who  still  stumbles  on  so  unfamiliar  a path. 

IV.  Since  my  lips  are  motionless  and  burning, 

I begin  to  notice  where  my  foot  has  strayed: 
into  the  sumptuous  domain  of  other  lords. 

Perhaps  it  was  still  possible  for  me  to  break  away, 
but  then  it  seemed  that  through  high  gate  rails 
the  glance,  before  which  I knelt  unceasingly, 
sought  me  questioningly,  or  was  giving  signs. 


VIII.  If  I do  not  touch  your  body  today, 
the  fibre  of  my  soul  will  tear 
like  an  over-stretched  sinew. 

Let  love-tokens  be  mourning-bands 
to  me,  suffering  since  I’ve  belonged  to  you. 
Judge  if  such  torment  is  fitting; 

Sprinkle  coolness  on  me,  hot  with  fever 
wavering  unsteadily  outside. 

DC  Fortune  is  severe  and  unyielding  to  us; 
what  has  one  brief  kiss  the  power  to  do? 
The  shedding  of  one  rain  drop 
on  a scorched,  bleached  desert, 
which  swallows  it,  unenjoyed, 
which  must  lack  new  refreshment 
and  crack  beneath  new  heat. 


XIII.  You  lean  against  a white  willow 

by  the  shore;  with  the  fan’s  stiff  lace 

you  shield  your  head  as  if  with  hghtning  bolts 

and  roll  your  jewelry,  as  if  playing. 

I am  in  the  boat  - the  leafy  vault  watching  over  - 
into  which  I vainly  invited  you  to  enter... 

I see  the  willows,  which  are  bowdng  lower, 
and  flowers  floating,  scattered  in  the  water. 

XIV.  Do  not  always  speak 
of  the  leaves, 

the  wind’s  plunder; 
of  the  shattering 
of  ripe  quinces, 
of  the  tread 
of  the  destroyers 
late  in  the  year. 

Of  the  trembling 
of  dragonflies 
in  thunderstorms, 
and  of  the  lights, 
whose  glimmer 
is  inconstant. 


Drei  Gedichte  von  Michelangelo  / Three 
Translated  by  Walter  robert-tornow 
Hugo  Wolf,  i397 

I 

W'ohl  denk  ich  oft  an  mein  vergangnes 
Leben, 

Wie  es  vor  meiner  Liebe  fur  dich  war; 
Kein  Mensch  hat  damals  acht  auf  mich 
gegeben, 

Ein  jeder  Tag  verloren  fur  mich  war; 

Ich  dachte  wohl,  ganz  dem  Gesang  zu 
leben, 

Auch  mich  zu  fluchten  aus  der 
IVIenschen  Schar. 

Genannt  in  Lob  und  Tadel  bin  ich 
heute, 

Und,  daB  ich  da  bin,  wissen  alle  Leute ! 

Alles  endet,  was  entstehet. 

Alles,  alles  rings  vergehet, 

Denn  die  Zeit  flieht, 

Und  die  Sonne  sieht, 

DaB  alles  rings  vergehet, 

Denken,  Reden,  Schmerz  und  Wonne; 
Und  die  wir  zu  Enkeln  hatten 
Schwanken  wie  bei  Tag  die  Schatten, 

Wie  ein  Dunst  im  Windeshauch. 
Menschen  waren  wir  ja  auch, 

Froh  und  traurig,  so  wie  ihr, 

Und  nun  sind  wir  leblos  hier, 

Sind  nur  Erde,  wie  ihr  sehet. 

Alles  endet,  was  entstehet. 

Alles,  alles  rings  vergehet. 


Fuhlt  meine  Seeie  das  ersehnte  Licht 
von  Gott, 

Der  sie  erschuf?  ist  es  der  Strahl 

Von  andrer  Schonheit  aus  dem 
Jammertal, 

Der  in  mein  Herz  Erinnrung  weekend 
bricht? 

Ist  es  ein  Klang,  ein  Traumgesicht, 

Das  Aug  und  Herz  mir  fiillt  mit 
einemmal 

In  unbegreif lich  gliihnder  Qual, 

Die  mich  zu  Tranen  bringt?  ich  weiO 
es  nicht. 

Was  ich  ersehne,  fuhie,  was  mich 
lenkt, 

Ist  nicht  in  mir;  sag  mir,  wie  ich's 
erwerbe? 

Mir  zeigt  es  wohl  nur  eines  andren 
Huld ; 

Darein  bin  ich,  seit  ich  dich  sah, 
versenkt. 

Mich  treibt  ein  Ja  und  Nein,  ein  SuB 
und  Herbe — 

Daran  sind,  Herrin,  deine  Augen 
schuld. 


Poems  by  Michelangelo 


Often  of  my  past  life  I 
think, 

how  it  was  before  my  love  for  you- 
no  one  at  that  time  heeded 
me, 

and  each  day  was  for  me  a loss; 

wholly  to  live  for  song  I 
thought, 

even  to  flee  the  host  of 
men. 

Today  in  praise  and  censure  I am 
named, 

and  all  people  know  that  I exist! 

.All  ends  that  has  beginning, 

all,  all  around  us  dies, 

for  time  is  fleeting, 

and  the  sun  sees 

that  all  around  us  dies, 

thought,  speech,  pain  and  bliss; 

and  those  who  were  our  grandchildren 

waver,  as  the  shadows  by  day, 

as  haze  in  a breath  of  wind. 

We,  too,  once  were  flesh  and  blood, 
sad  and  happy,  just  as  you, 
and  now  we  are  lifeless  here, 
are  but  earth,  as  you  can  see. 

All  ends  that  has  beginning, 
all,  ail  around  us  dies. 


j 

Does  my  soul  feel  the  longed-for  light  of 
God, 

who  made  it?  Is  it  a ray 
of  other  beauty  from  the  vale  of 
tears 

that  breaks  into  my  heart  awakening 
memory? 

Is  it  a sound,  a dream  vision 
that  all  at  once  Alls  heart  and 
eye 

in  inexplicably  growing  agony 
that  reduces  me  to  tears?  I know 
not. 

What  I long  for,  what  I feel,  what 
guides  me 

is  not  in  me:  how,  tell  me,  shall  I win 
it? 

Only  another’s  grace  is  like  to  show 
me; 

In  that  am  I,  since  seeing  you, 
absorbed. 

Yes  and  no  is  my  impulse,  sweetness, 
bitterness — 

for  that,  mistress,  your  eyes  are  to 
blame. 


Still  Falls  the  Rain 

(The  Raids,  1940.  Night  and  Dawn) 

Still  falls  the  Rain  — 

Dark  as  the  world  of  man,  black  as  our  loss  — 

Blind  as  the  nineteen  hundred  and  forty  nails 
Upon  the  Cross. 

Still  falls  the  Rain 

With  a sound  like  the  pulse  of  the  heart  that  is  changed  to 
hammer-beat 

In  the  Potter’s  Field,  and  the  sound  of  the  impious  feet 
On  the  Tomb: 

Still  falls  the  Rain 

In  the  Field  of  Blood  where  the  small  hopes  breed  and 
the  human  brain 

Nurtures  its  greed,  that  worm  with  the  brow  of  Cain. 

Still  falls  the  Rain 

At  the  feet  of  the  Starved  Man  hung  upon  the  Cross. 
Christ  that  each  day,  each  night,  nails  there,  have  mercy 
on  us  — 

On  Dives  and  on  Lazarus : 

Under  the  Rain  the  sore  and  the  gold  are  as  one. 

Still  falls  the  Rain  — 

Still  falls  the  Blood  from  the  Starved  Man’s  wounded  Side 
He  bears  in  His  Heart  all  wounds — those  of  the  light 
that  died. 

The  last  faint  spark 

In  the  self-murderea  heart,  the  wounds  of  the  sad  un- 
comprehending dark. 

The  wounds  of  the  baited  bear — 

The  blind  and  weeping  bear  whom  the  keepers  beat 
On  his  helpless  flesh  . . . the  tears  of  the  hunted  hare. 

Still  falls  the  Rain  — 

Then  — 0 lie  leape  up  to  my  God : who  pulles  me 
doune  — ? — 

See,  see  where  Christ’s  blood  streames  in  the  firmament: 

It  flows  from  the  Brow  we  nailed  upon  the  tree 
Deep  to  the  dying,  to  the  thirsting  heart 
That  holds  the  fires  of  the  world — dark-smirched  with 
pain 

As  Caesar's  laurel  crown. 

Then  sounds  the  voice  of  One  who  like  the  heart  of  man 
Was  once  a child  who  among  beasts  has  lain  — 

* Still  do  I love,  still  shed  my  innocent  light,  my  Blood, 
for  thee.’ 
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Strauss  Four  songs 

FrLilingsgedrange  Spnng  Crowd  (Op  26  i) 

Spnng’s  children  in  a colourful  crowd, 
Fluttering  blossoms,  fragrant  breeze, 
Yearning,  jubilant  love  songs  tumble 
Onto  my  heart  from  each  shrub. 

Spnng’s  children  swarm  around  my  heart, 
Whispenng  flattering  words, 

Calling  with  drunken  clamour, 

Rattling  the  long-dosed  gate 
Spnng’s  children,  sunrounding  my  heart, 

What  do  you  seek  there  so  urgently? 

Have  I recently  divulged  to  you  in  a dream, 
Whilst  sleeping  under  the  blossoming  tree, 

Or  did  the  morning  wind  bnng  you  the  tale, 
That,  secretly  and  happily,  in  my  heart,  I have 
Locked  the  image  of  your  lovely  playmates? 


Waldseligkeit  Forest  Bliss  (Op  49  i) 

The  woods  begin  to  rustle, 

The  night  nears  the  trees; 

The  trees  touch  each  other  softly, 
as  if  they  listen  happily. 

And  under  their  branches 
There  I am  all  alone. 

There  I am  completely  myself, 
Completely  and  only  yours. 


Morgen!  Tomorrow!  (Op  27  iv) 

And  tomorrow  the  sun  will  shine  again, 

And  on  the  path  that  I will  follow, 

It  will  reunite  us,  the  happy  ones, 

On  this  sun-breathing  earth... 

And  to  the  wide  shore,  with  its  blue  waves, 
We  will  quietly  and  slowly  descend, 
Speechless,  we  will  look  into  each  other's 
eyes, 

And  on  us  will  descend  the  muted  silence  of 
happiness... 


Himmelsboten  Heaven’s  Messengers 

(Op  32  v) 

The  moon  has  already  grown  pale, 

Dark  night  has  crept  away; 

Anse,  noble  dawn, 

All  my  trust  remains  in  you. 

Phoebus,  its  well-adorned  herald, 

Has  already  harnessed  his  chanot, 

The  sun’s  steeds  are  hitched  up, 

The  reins  rest  in  his  hands. 

His  herald,  Lord  Lucifer, 

Is  already  soanng  up  to  the  sky; 

He  has  opened  up  the  clouds 
And  spnnkled  the  earth  with  his  dew. 

O pass  by  her  little  bedroom, 

Gently  awaken  my  sweet  beloved, 

Tell  her  what  I dictate  to  you  here: 

My  homage,  my  greeting,  a good  day. 

But  you  must  wake  her  very  delicately, 

And  thus  reveal  my  secret  love, 

Tell  her  how  her  servant  watches 
So  filled  with  gnef  the  whole  night  long. 

Look  at  her  golden  hair  for  me, 

Her  smooth  little  throat,  her  bnght  little  eyes; 
Kiss  her  red  lips  for  me, and, 

If  she  condones  it,  her  round  little  breasts. 
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Schubert  Lieder 


Per  Junolina  an  der  Quelle. 


Softly  rippling  brook!  Waving,  whispering  poplars! 
Your  lullabies  awaken  love 

To  you  I look  for  relief,  hoping  to  forget  her , the  coy  one; 
But  alas!  Leaves  and  the  brook  sigh,  Louise,  for  you! 


Pass  sie  hier  qewesen 

The  Eastwind  breathing  in  the  fragrance  on  the  air 
makes  it  known  that  you  have  been  here. 

From  the  tears  flowing  here  you  would  know, 
even  if  nothing  else  told  you,  that  I have  been  here. 
Beauty  or  Love! 

Could  either  remain  concealed? 

Fragrance  and  tears  make  it  known  that  they  have  been  here. 


An  die  Laute 


Softly,  softly  little  lute,  whisper  what  I entrust  to  you,  toward  that  window! 
Like  gentle  breezes,  like  moonlight  on  the  scent  of  flowers, 

Waft  it  to  my  mistress! 

The  neighbour’s  sons  are  jealous,  and  in  my  mistresses’  window 
a solitary  light  still  glimmers, 

Then  play  still  softer,  my  little  lute  so  that  my  sweetheart  may  hear, 

But  no,  not  the  neighbours! 


Litanei 


Rest  in  peace,  all  souls, 

Those  have  experienced  anxiety  and  pain 
Those  that  have  fulfilled  a sweet  dream, 
Those  weary  of  life,  those  scarcely  born  , 
All  who  have  passed  from  this  world, 

All  souls,  rest  in  peace. 


Souls  of  loving-hearted  maidens, 
Those  who  shed  uncounted  tears, 
Whom  false  lovers  deserted 
and  the  blind  world  disowned 
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All  that  have  departed 
All  souls,  rest  in  peace 

And  those  that  have  never  smiled  on  the  sunshine, 
But  beneath  waited  on  the  thorns, 

To  see  God  one  day,  face  to  face 
In  the  pure  light  of  Heaven, 

All  souls  that  have  departed 
All  souls  , rest  in  peace. 


Die  Tauben  post 

I have  a carrier  pigeon  in  my  pay  , 

He  is  devoted  and  true  to  me, 
never  does  he  stop  short  of  his  goal,  nor  fly  beyond  it 

I send  it  forth  thousands  of  times  daily  to  spy 
past  many  a well  loved  place 
To  my  darlings  house 

There  it  secretly  eavesdrops  in  at  the  window 
Observes  her  glance  and  step 
happily  delivers  my  greetings  and  collects  hers. 

No  longer  do  I need  to  write  letters 
I give  him  my  very  tears;  Oh,  he  is  sure  not  to  misdeliver  them 
so  eagerly  does  he  serve  me. 

By  day  or  night  when  awake  or  dreaming 
Its  ail  the  same  to  him 

as  long  as  he  can  continue  journeying  he  is  richly  satisfied. 

He  does  not  tire  he  does  not  grow  weak 
Its  course  seems  ever  new  to  him; 
he  needs  no  enticement,  no  reward,  the  bird  is  so  true  to  me! 

Therefore  I nurse  him  loyally  in  my  heart  assure  of  the  fairest  prize, 
His  name  is  Yearning  do  you  know  it? 

Messenger  of  fidelity. 


-4- 


Poema  en  forma  de  canciones 

(Poem  in  the  form  of  Songs) 

Joaquin  Turina 

I-  Dedicatoria  (Dedication) 

II.  Nunca  olvida  (Never  forget) 

Now  that  I abandon  the  world,  before  giving  account  to  God, 
here  between  the  two  of  us,  I give  you  my  confession. 

With  all  my  soul  I forgive  even  those  who  I hate. 

But  you,  whom  I loved  so  much,  never  will  I forgive. 

III.  Gantares  (Songs) 

I feel  you  closer  to  me  the  more  I flee  from  you, 
because  your  image  is  in  me. 

You  are  the  shadow  of  my  thoughts. 

Say  it  again  to  me,  because  yesterday  I was  so  entranced 
that  I listened  to  you  without  hearing 
and  I looked  at  you  without  seeing. 

IV.  Lcz  dos  miedos  (The  two  fears) 

At  the  beginning  of  the  night  she  was  far  from  me. 

"Why  are  you  coming  so  close,"  she  said  to  me,  "I  am  afraid  of  you." 
And  after  that  night  had  passed. 

She  said,  near  to  me, "Why  are  so  so  far  from  my  side? 

I am  afraid  without  you." 

V. Las  locas  por  amor  (The  love-crazed  woman) 

I will  love  you,  goddess  Venus! 

If  you  prefer  that  I love  you  for  a long  time  and  sanely. 

The  goddess  of  Cythera  responded,  "I  prefer,  like  all  women, 
to  be  loved  a short  time  and  with  utter  abandon." 

I will  love  you,  goddess  Venus! 


Tiffany  Jackson 
Gypsy  Songs  op.  55 
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MY  SONG  OF  LOVE 

My  song  resounds  a love  psalm,  the  day  begins  to  fade;  when  the  moss  and  the 
withered  grass  furtively  drink  of  the  dew-pearls. 

My  song  resounds  full  of  the  urge  to  travel  in  the  green  forest  hall  and  on  the  wide 
Pussta  Plan  I allow  my  happy  song  to  sound. 

My  song  resounds  also  full  of  love,  when  the  stormy  hill  rage:  when  the  brothers  breast 
has  lifted  itself  to  the  last  breath. 

HEY  RING  OUT  MY  TRIANGLE 

Hey,  How  my  triangle  gloriously  rings!  Easily  at  such  sound  man  pace  toward  death! 
Man  pace  toward  death  while  the  triangle  sound!  Song,  round-dance,  love,  farewell  to 
them  all! 

ALL  ROUND  ABOUT  THE  WOODS  ARE  STILL 

All  round  the  woods  are  still  and  silent,  my  heart  beats  within  so  fearfully;  the  black 
smoke  sinks  deep  continually  and  drys  my  cheek. 

Ah,  my  tears  are  not  dry,  you  must  seek  for  other  cheeks.  He  who  only  can  glorify  the 
pain  in  song  will  not  curse  death. 

SONGS  MY  MOTHER  TAUGHT  ME 

When  my  old  mother  taught  me  to  sing,  tears  ever  so  often  hung  in  her  eyelashes. 

Now  when  I train  the  young  ones  to  sing,  tears  often  trickle  down  my  brown  cheek. 

TUNE  THE  STRINGS 

Tune  the  strings!  Young  boy,  dance  in  a round!  Today  happy  and  tomorrow?  Gloomy 
after  old  manner. 

Next  day  at  the  Nile,  at  our  fathers  table,  tune  the  strings,  mix  yourself  into  the  dance. 

WIDE  THE  SLEEVES 

Freer  is  the  Gypsy  in  wide,  broad,  airy  linen  garment  than  in  gold  and  silk. 

The  golden  close  fitting  garment  ties  up  the  brust  so  tight,  hinders  the  sound  of  the  free 
happy  wandering  songs;  and  who  finds  joy  in  songs,  let  the  gold  and  corrupt  fall  to 
hell. 

GIVE  A HAWK  A FINE  CAGE 

On  the  cliff  the  falcon  swings  high  rustling  around,  will  one  exchange  the  rocknest  for 
the  cage? 

Can  one  restrain  a wild  foal  hunting  through  the  hills,  will  it  find  joy  on  the  bridle  and 
rein? 

Nature  has  given  a deathless  love  of  freedom  to  the  soul  of  the  gypsy. 
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Das  Buch  der  hangenden  Garten 
(The  Book  of  the  Hanging  Gardens) 
Op.  15  (1908-9) 

Fifteen  Songs  on  Texts  of  Stefan  George 


V.  Tell  me  on  which  path  she  will  walk  by  today  so  that  I can  fetch  soft  silk 
weaves  from  the  richest  chest,  can  pick  roses  and  violets,  so  that  I can  lav  down 
my  cheeks  as  a footstool  beneath  her  soles. 

VI.  I am  henceforth  dead  to  all  efforts.  To  call  you  near  me  with  mv  senses 
to  spin  out  new  conversations  with  you,  service  and  payment,  permission  and 
prohibition,  of  all  things  only  this  is  necessary,  and  to  weep  because  the  images 
that  flourished  in  the  beautiful  darkness  always  vanish  when  the  cold  clear 
morning  threatens. 

VII.  Anxiety  and  hope  oppress  me  in  alternation,  my  words  are  prolonged 
into  sighs,  I am  afflicted  with  such  impetuous  longing  that  I pay  no  heed  to 
rest  and  sleep,  that  tears  soak  my  bed,  that  I keep  every  jov  away  from  me  that 
I desire  no  friend's  comforting. 


X.  I contemplate  the  beautiful  flowerbed  as  I tarry;  it  is  enclosed  bv  purple- 
black  thorn  in  which  flower  cups  with  speckled  spurs  tower,  and  velvet- 
feathered  inclining  ferns  and  fluffy-tufted  flowers  watery-green  and  round'  and 
in  the  center  bellflowers  white  and  gentle — their  moist  mouth  is  of  a fragrance 
like  that  of  the  sweet  fruit  from  the  fields  of  heaven. 

XI.  When  behind  the  flowered  gate,  we  finally  felt  only  our  own  breathing 
did  we  obtain  the  blisses  we  had  imagined?  I recall  that  we  both  be^an  to 
tremble  like  weak  reeds  whenever  we  merely  touched  each  other  lightly,  and 
that  our  eyes  teared — you  remained  at  my  side  a long  time  that  wav. 


XII.  Whenever,  resting  blissfully  in  deep.meadows,  we  join  our  hands  around 
our  temples,  veneration  mitigates  the  burning  of  our  limbs:  and  so,  do  not  think 
about  the  misshapen  shadows  that  rock  up  and  down  on  the  wall  (do)  not 
(think)  about  the  watchers  who  may  separate  us' swiftly,  and  (do)  not  (reflect) 
that  the  white  sand  outside  the  city  is  ready  to  sip  our  warm  blood  ' 
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CINQ  POEMES  DE  MAX  JACOB 
(Songs  from  Brittany) 
by  Francis  Poulenc 

CHANSON  BRETONNE 
(Song  from  Brittany) 

I have  lost  my  little  chicken 
and  I have  lost  my  cat 
I run  to  the  dust  hole 
if  God  will  give  them  back  to  me. 

I'll  go  and  see  Jean  le  Coz 
and  Marie  Maria. 

Go  and  see  Herode 
perhaps  he  will  know. 

Passing  by  the  hall 
all  the  town  was  there 
to  watch  my  chicken  dancing 
with  my  little  cat. 

All  the  birds  of  the  countryside 
on  the  walls  and  on  the  roofs 
played  the  trumpet 
for  the  king's  banquet. 


If  my  sailor  should  return, 
red  rose  and  white  rose, 
he  will  come  near  to  my  tomb, 
white  rose  and  white  lily. 

Do  you  remember  our  childhood, 
white  rose, 

when  we  played  on  the  quay, 
white  rose  and  white  lily. 

Aunt  Yvonne  on  All  Saints'  Day 
a wreath  of  painted  iron 
she  will  bring  from  her  garden 
of  painted  iron  with  satin  pearls, 
white  rose  and  white  lily. 

If  God  raises  me  up 

I will  go  to  Paradise,  white  rose, 

with  a golden  halo, 

white  rose  and  white  lily. 


CIMETIERE 

(Cemetery) 

If  you  drive  my  sailor  away 

you  will  put  me  in  the  cemetery, 

white  rose,  white  rose  and  red  rose, 

My  tomb,  it  is  like  a garden, 
like  a garden  red  and  white, 

On  Sundays  you  will  go,  white  rose,  „ 
you  will  go  to  take  a walk, 
white  rose  and  white  lily, 
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LA  PETITE  SERVANTE 
(The  little  Servant) 

Keep  us  safe  from  fire  and  thunder, 
thunder  runs  like  a bird, 
if  the  Lord  sends  it 
blessed  be  the  havoc. 

If  the  devil  sends  it 
drive  it  away  quickly. 

Keep  us  from  scabs  and  pimples 
from  the  plague  and  leprosy. 

If  you  send  it  to  make  me  penitent, 
Lord,  let  it  be,  thank  you. 

If  the  devil  sends  it 
drive  it  away  quickly. 

BERCEUSE 
(Cradle  Song) 

Your  father  is  at  mass, 
your  mother  at  the  cabaret, 
you  will  get  your  bottom  spanked 
if  you  go  on  crying. 

My  mother  was  a beggar  woman 
on  the  moor  at  Auray 
and  I am  making  pancakes 
while  I rock  you  with  my  foot. 

SOURIC  ET  MOURIC 
Souric  and  Mouric 
white  rat,  black  mouse, 
have  come  into  the  cupboard 
to  teach  the  spider 
to  weave  on  the  loom 
a beautiful  linen  cloth. 

Send  it  off  to  Paris,  to  Quimper, 
to  Nantes, 
it  will  sell  well! 

Put  the  coins  aside, 

you  will  buy  a meadow, 

some  apple  trees  for  the  season 

and  three  fine  cows, 

a bull  for  stud. 

Sing,  tree-frogs, 

for  night  is  falling, 

at  night  you  hear  them  well, 

toads  and  frogs, 

listen  my  blackbird 

and  my  magpie  who  talks, 

listen  all  day  long, 

you  will  learn  to  sing. 


Goitre,  goitre,  out  of  your  pouch, 
out  of  my  neck  and  my  head! 

St  Elmo's  Fire,  St  Vitus's  Dance, 

if  the  devil  sends  you, 

dear  God,  drive  him  out  of  here. 

Let  me  grow  up  quickly 

and  give  me  a good  husband, 

who  is  not  too  much  of  a drunkard 

and  will  not  beat  me  every  evening. 


If  you  should  die  of  croup 
colic  or  diarrhea, 
if  you  should  die  of  the  scabs 
that  you  have  on  your  nose. 

I should  go  shrimping 
at  low  tide, 

to  make  soup  of  the  heads 
there  is  no  need  for  hooks . 


Cinco  Canciones  Negras 
Five  Black  Songs 

by  Xavier  Montsalvatge 

Cuba  Dentro  de  urt  Pi'ano/Cuba  Inside  a Piano 
Rafael  Alberti 

When  my  mother  wore  a strawberry  sherbet 
for  a hat 

and  the  smoke  from  the  ships  was  still 

smoke  from  cigars, 

from  dark  Vuelta  Abajo  leaves, 

Cadiz  went  to  sleep  between  fandangos 
and  habaneras, 

and  a little  parrot  at  the  piano  tried  to  sing  tenor. 

Tell  me  where  the  flower  is  that  man 
intently  worships. 

My  uncle  Antonio  returned  with  his 
insurrectionist  air. 

The  Cabana  and  the  Pnndpe  resounded 
through  the  patios  near  the  harbour. 

No  longer  shines  the  blue  pearl  of  the 

Antillean  sea, 

iP s gone  out,  it's  died  on  us. 

I ran  into  beautiful  Trinidad: 

Cuba  had  been  lost,  and  now  it  was  true, 

Quite  true,  it  was  no  lie. 

A fleeing  gunboat  came  in 
singing  the  tale  in  guajiras. 

Havana  was  already  lost, 
money  was  to  blame. 

The  gunboat  fell  silent. 

But  it  was  later,  ah,  later 

when  they  took  "si"  and  turned  it  into  "yes." 

Punto  de  Habanera  (Siglo  XVIII)/ 

Habanera  Strain  (18th  Century) 

Nestor  Lujan 

The  creole  girl  goes  by  in  her  white  crinoline. 

How  white  it  is! 

Hey!  the  crepe  of  your  foam. 

Sailors,  get  a look  at  her! 

She  walks,  moist  from  the  droplets 
on  her  dusky  skin. 

Little  girl , don't  fret, 
all  alone  this  evening. 


I'd  like  to  order  the  water 
not  to  escape  too  soon 
from  the  prison  of  your  skirt. 

Your  body  encloses,  this  evening, 
the  murmur  of  a dahlia  opening. 

Little  girl,  don't  fret. 

Your  body  is  fruit 

asleep  in  the  embroidered  breeze. 

Your  waist  quivers  finely 
with  the  nobility  of  a whip. 

.All  your  skin  smells  joyfully 
of  lemon  and  orange  trees. 

The  sailors  look  at  you 
and  they  keep  looking  at  you. 

The  creole  girl  goes  by  with  her  white  crinoline. 
How  white  it  is! 

Chevere/The  Man  with  a Knife 
Nicolas  Guillen 

Chevere  of  the  knife  thrust 
turns  himself  into  a knife. 

He  cuts  the  moon  up  in  slices, 

but  he  runs  out  of  moon; 

he  cuts  shadows  in  slices, 

but  he  runs  out  of  shadows; 

he  cuts  songs  up  in  slices, 

but  he  runs  out  of  songs; 

and  then  he  slashes  away 

at  the  flesh  of  his  bad  black  woman! 

Cancion  de  Cuna  para  Dormir  a un  Negrito/ 
Cradle  Song  for  a Little  Black  Boy 
Hdefonso  P ere  da  Valdes 

Ninghe,  ninghe,  mnghe,  little  tiny  one, 
little  black  child  who  doesn't  want  to  sleep. 
Coconut  head,  coffee  bean, 
with  pretty  freckles,  with  eyes  wide  open 
like  two  windows  overlooking  the  sea. 

Close  your  little  eyes,  frightened  little  black  boy; 
the  white  boogey-man  is  gomg  to  come 
to  eat  you  up! 

You're  not  a slave  anymore!  and  if  you  sleep  a lot, 
the  master  of  the  house  promises  to  buy  you 
a suit  with  buttons  so  you  can  be  a "groom." 

Ninghe,  ninghe,  mnghe,  sleep  little  black  one, 
coconut  head,  coffee  bean 


Canto  Negro/Black  Song 
Nicolas  Guillen 

Yambambo,  yambambe! 

The  Congo  solongo  struts  by, 
the  very  black  man  struts  by. 
A-o-e! 

The  Congo  Solongo  from  Songo 
dances  the  yambo  on  one  foot. 
Yambambo,  yambambe! 

Mamatomba  serembe  cuseremba, 
the  black  man  sings  and  gets  drunk. 
Mamatomba  serembe  cuseremba, 
the  black  man  gets  drunk  and  sings. 
Mamatomba  serembe  cuseremba, 
the  black  man  sings  and  goes. 

A cuememe  serembo  a-e, 
yambambo  a-e, 
yambambe  a-o. 

Tamba,  tamba,  tamba,  tamba, 
the  black  man  staggers. 

The  black  man  staggers, 
caramba,  caramba, 
caramba,  the  black  man  falls, 
yamba,  yambo! 

Yambambe,  yambambo,  yambambe 
He  dances  the  yambo  on  one  foot! 


Translation  by  Paul  C.  Echols 
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FELLOWSHIP  PROGRAM  CHAMBER  MUSIC 
ENSEMBLES  IN  RESIDENCE 

Monday,  August  5,  1996  at  8:30  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


The  Zurich  Trio 
Patrick  McDermott,  violin 
Joel  Marosi,  cello 
Christiane  Frucht,  piano 


Franz  Josef  Haydn 
(1732-1809) 


Piano  Trio  in  C Major,  Hob.  XV: 27 
Allegro 
Andante 
Presto 


Hans-Josef  Winkler  Le  Tombeau  de  Liszt  (1993) 

(b. 1965) 


Intermission 


Johannes  Brahms 
(1833-1897) 


Piano  Trio  in  B Major,  Op.  8 
Allegro  con  brio 
Scherzo:  Allegro  molto 
Adagio 
Allegro 


In  1986  the  TMC  began  adding  an  'ensemble'  component  to  the 
Fellowship  Program.  Each  winter,  auditions  are  held  to  find  one 
or  more  exciting  young  groups  — groups  already  committed  to  life 
together  as  permanently  constituted  chamber  music  ensembles. 

These  groups  (to  date  string  quartets  and  piano  trios)  are  then 
invited  to  Tanglewood  to  work  with  the  special  Faculty  gathered 
here  each  summer. 


The  Tanglewood  Music  Center  is  supported  by  a 
generous  grant  from  The  Helen  F.  Whitaker  Fund. 
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TANGLE  WOOD  ON  PARADE  199  6 
SCHEDULE  OF  EVENTS 


2:30 

2:45 

3:00 

3:45 


4:45 

5:15 

5:45 
6 : 00 
7:00 
7 : 45 


FANFARES 

BOSTON  UNIVERSITY  TANGLEWOOD  INSTITUTE 
Joseph  D.  Foley,  conductor 

Members  of  the  Atlantic  Brass  Seminar 

CHAMBER  MUSIC  - BUT! 

CHAMBER  MUSIC  - TMC  FELLOWS 

VOCAL  MUSIC  - TMC  FELLOWS 


Main  Gate  Drive 

Chamber  Music  HaLL 
Seiji  Ozawa  HalL 
Theat r a 


BOSTON  VNIVEPSITY  TANGLEWOOD  INSTITUTE  Koussevitzky  Music  Shed 
YOUNG  ARTISTS  CHORUS 

Anr.  Howard  Jones,  conductor 
YOUNG  ARTISTS  ORCHESTRA 

Gisele  Ben-Dor,  conductor 
Program  available  at  the  Music  Shed 


CHAMBER  MUSIC  - TMC  FELLOWS 


Thea:r° 


ALPINE  HORN  DEMONSTRATION  Lawn  in  front  of  Chamber  Music  Hall 
Mssrs.  Katzen  and  Wadenpfuhl 

BALLOON  ASCENSION  (weather  permitting)  Lawn  near  Lion  Gate 
WIND  -MUSIC  - TMC  FELLOWS  Tanglewood  Manor  House  Porch 
BERKSHIRE  HIGHLANDERS  Lion  Gate 


FANFARES 

Roger  Voisin,  conductor 

Debussy:  Le  Martyre  de  Saint-Sebastien 
O'Loughlin:  Advantage  Marathon  Fanfare 
Copland:  Fanfare  for  the  Common  Man 
TMC  Fellows 


Koussevitzky  Music  Shed 


8:30  GALA  CONCERT  Koussevitzky  Music  Shed 

Williams:  Summon  the  Heroes 

Bernstein:  Olympic  Hymn 
Arnaud:  Bugler's  Dream 

Williams:  Olympic  Fanfare  and  Theme 

BPO : John  Williams,  conductor;  BUTI  Chorus,  Ann  Howard  Jones, 
conductor 

Respighi:  The  Pines  of  Rome 

TMCO : Leon  Fleisher,  conductor 
Tchaikovsky:  Romeo  and  Juliet 

BSO:  Keith  Lockhart,  conductor 
Tchaikovsky:  1812  Overture 

TMCO,  BSO:  Seiji  Ozawa,  conductor 


Fireworks  over  Lake  Mahkeenac 


BUT I CHAMBER  MUSIC 


2 : 30  P.M. 


Chamber  Music  Hall 


Christopher  Rouse  Ogoun  Badagris 


Percussion  Ensemble: 

Daniel  Bauch,  Benjamin  Fox,  Stephen  Lynerd,  Eric  Poland, 
Samuel  Solomon 


Stravinsky  L'Histoire  du  Soldat 

Marche  du  Soldat 
Musique  ae  la  Marche  Rovale 
Petit  Concert 
Danse  du  Diable 
Grand  Choral 

Marche  triomphaie  du  Diable 

Jennie  Topilow,  violin  You  Jung  Bvon,  clarinet 

David  Denso,  bass  Laura  Hollander,  bassoon 

Christopher  Jones,  trumpet  Julia  Cowden,  trombone 
Samuel  Solomon,  percussion 


Mozart  Flute  Quartet  in  D Major,  X.  285 

Allegro 

Hanah  Chung,  violin  Pui  Kei  Lincoln  Lau,  cello 

Karoline  Schwartz,  viola  Jonathan  Chang,  flute 


Carter  Eight  Etudes  and  a Fantasy 

Maestoso 
Quietly 

Adagio  possibile 
Vivace 


Lucy  Cho,  flute 
Megan  Hintz , oboe 


Alexander  Stancil,  clarinet 
Edward  Howey,  bassoon 


Haydn  Strmc  Quartet  in  D Major,  Op.  20,  no.  4 

Allegro  di  molto 

Patrick  Truxes,  violin  Melissa  Hendricks,  viola 

Margaret  Dole,  violin  Laura  Bacon,  cello 


Brahms  Piano  Trio  m 3 Major,  Op.  8 

Allegro  con  brio 

Yumi  Kendall,  cello 
Cyril  Gerstein,  piano 


Yur.a  Lee,  violin 


FELLOWSHIP  PROGRAM  VOCAL  MUSIC 


3:00  P.M. 


Theatre 


Freeh  und  Froh  I Hugo  Wolf 

Anakreons  Grab 
Der  Neue  Amadis 
Phinomen 

Fruhling  ubers  Jahr 
Der  Rattenfanger 
Ganymed 


Bradley  Howard,  tenor 
Marie-France  Lefebvre,  piano 


I poemi  del  sole  Francesco  Santoliquido 

Un ' ora  del  sole  (1883-1971) 

Riflessl 
Nel  giardino 
Sole  d' autur.no 


Sarah  Pelletier,  soprano 
Pamela  Reimer,  piano 


Dichterliebe  (A  Poet's  Love),  Op.  48 

In  vur.derschonen  Monat  Mai 
Aus  neir.en  Thranen  spriessen 
Die  Rose,  die  Lille 
Wenn  ich  in  deine  Augen  seh ' 

Ich  will  meine  Seele  tauchen 
Iir.  Rheir. , ir  heiligen  Strome 
Ich  grclle  nicht 
Und  wusster.  's  die  Blumen 


Robert  Schumann 
( 1810-1856) 

Das  1st  ein  Floten  und  Geigen 
Hor'  ich  das  Liedchen  klingen 
Ein  Jungling  liebt  ein  Madchen 
Am  leuchtenden  Sommermorgen 
Ich  hab'im  Traum  geweint 
Allnachtlich  lm  Traume 
Aus  alten  Mairchen  winkt  es 
Die  alten,  bosen  Lieder 

tenor 


Anthony  Dean  Griffey, 
Edward  Bak,  piano 


Le  Jardin  clos  (Van  Lerberghe)  Gabriel  Faure 

Exauceraent 
La  Messagere 

Je  me  poserai  sur  ton  coeur. . 

Dan  la  Nyr.phee 

II  rn'est  cher,  Amour,  le  bandeau 

Scott  Hogsed,  baritone 
David  Zobel,  piano 


On  Wenloc):  Edge  (A.E.  Housman)  Ralph  Vaughan-Williams 

On  Wenlock  Edge  (1872-1958) 

From  Far,  From  Eve  and  Morning 
Is  My  Team  Ploughing 
Oh,  When  I Was  in  Love  with  You 
Bredor.  Hill 
Clun 


Thomas  Doherty,  tenor 
Ralph  Allen,  Julide  Yalcin,  violins 
Andra  Voldins,  viola 
Paige  Riggs,  cello 


This  program  was  prepared  by  TMC  Vocal  faculty  members  Dennis  Helmrich, 
Kayo  Iwana  and  Alan  Smith.  Yehudi  Wyner,  of  the  TMC  Instrumental 
faculty,  coached  the  Vaughan-Williams. 

THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE 
END  OF  EACH  GROUP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist-in-Residence  for  Vocal  Music. 

Margo  Garrett,  coordinator 


FELLOWSHIP  PROGRAM  CHAMBER  MUSIC 

2:30  P.M.  Seiji  Ozawa  Hall 


Wyner  "Tanz  and  Maissele"  for  Violin,  Cello,  Clarinet  and 

Piano 

Ralph  Allen,  violin  Benjamin  Fingland,  clarinet 

Walter  Hainan,  cello  Miri  Yampolsky,  piano 

Tanz  and  Maissele  was  written  in  1981  for  the  Aeolian  Chamber  Players 
who  asked  me  to  compose  a piece  of  distinct  Jewish  character.  Tanz  and 
Maissele  uses  as  its  basic  material  musical  elements  derived  from 
Jewish  music  of  the  past:  dance  rhythms,  melodic  and  harmonic  turns, 
phrase  structures  and  gestural  shapes.  If  these  elements  are  conceived 
as  being  ’realistic*  --  as  a common  object  in  a painting  is  considered 
’realistic'  --  then  the  compositional  process  first  presents,  then 
transforms  these  objects  into  abstract  or  surreal  shapes,  some 
of  which  remain  substantial,  others  of  which  evaporate  in  a haze  of 
mysticism  or  of  remote  nostalgia. 

In  the  Yiddish  language  £anz  means  "Dance",  Maissele  means  "Little 
Story."  The  titles  are  taken  from  a pair  of  piano  pieces  my  father, 
Lazar  Weiner,  dedicated  to  me  in  1931,  long  before  I could  play  the 
piano!  Tanz  and  Maissele.  in  turn,  is  dedicated  to  him.  It  was  the 
last  new  composition  of  mine  he  heard  before  his  death  in  1982. 

-Y . W . - 


Rachmaninoff  Suite  No.  2,  Op.  17 

Introduction 
Waltz 
Romance 
Tarantella 

Alon  Goldstein  and  Jean  Schneider,  piano 


Stravinsky  "L'Histoire  du  Soldat,"  Suite 

The  Soldier's  March 
Scene  I 
Scene  II 
The  Royal  March 
The  Little  Concert 
Three  Dances 
Tango 
Waltz 
Ragtime 

The  Devil's  Dance 

Great  Choral 

Triumphal  March  of  the  Devil 

Carolyn  Huebl , violin  Benjamin  Fingland,  clarinet 

Xinlai  Jiang,  bass  Vance  Lee,  bassoon 

Benjamin  Wright,  trumpet  Jarod  Vermette,  trombone 
Eric  Millstein,  percussion 


Rorem  Trio  (1960) 

Largo  misterioso;  Allegro  Largo 

Andante 

Allegro  molto 

Todd  Skitch,  flute  Marika  Kobayashi,  cello 

Stewart  Goodyear,  piano 


FELLOWSHIP  CHAMBER  MUSIC  (continued) 


Brahms  Quintet  in  B minor  for  Clarinet  and  Strings, 

Op.  115 
Allegro 
Adagio 

Andantino;  Presto  non  assai,  raa  con 
sent imento 
Con  moto 

Marcus  Barcham-Stevens , violin  Emily  Schaad,  viola 
Anuschka  Franken,  violin  Alexandra  Mackenzie,  cello 
Jean-Phil ippe  Vivier,  clarinet 


Prokofiev  Quintet  for  Winds  and  Strings,  Op.  19 

Tema : Moderato 
Andante  energico 
Allegro  sostenuto  ma  con  brio 
Adagio  pesante 

Allegro  precipitato,  ma  non  troppo  presto 
Andantino 


Lisa  Hansen,  violin  Erin  Gustafson,  oboe 

Kimberly  Foster,  viola  Michael  Bepko,  clarinet 

Mary  Wheelock,  bass 

Stravinsky  Octet  for  Wind  Instruments 

Sinfonia:  Lento  - Allegro  moderato 
Tema  con  variazione 
Finale:  Tempo  giusto 

Hilary  Lynch,  flute  Benjamin  Wright,  trumpet 

Benjamin  Fingland,  clarinet  David  Prentice,  trumpet 
Laurel  Sharp,  bassoon  James  Nova,  trombone 

Vance  Lee,  bassoon  Scott  Thornton,  trombone 


Schubert  Quintet  in  A Major  for  Piano  and  Strings,  Op.  11 

(Trout) 

Allegro  vivace 
Andante 

Scherzo:  Presto 
Tema;  Andantino 
Finale:  Allegro  giusto 

Beth  Kipper,  violin  Nicholas  Tzavaras,  cello 

Andra  Voldins,  viola  John  Grillo,  bass 

Alon  Goldstein,  piano 


Schumann  Quintet  in  E-flat  Major  for  Piano  and  Strings, 

Op.  4 4 

Allegro  brillante 

In  modo  d'una  Marcia:  Un  poco  largamente 
Scherzo:  Molto  vivace 
Allegro  ma  non  troppo 

Stefanie  Riegc,  violin  Anne  Lindeskov,  viola 

Ursula  Nelius,  violin  Jan  Muller-Szeraws , cello 

Marta  Aznavoorian,  piano 


Bartok  Sonata  for  Two  Pianos  and  Percussion 

Assai  lento 
Lento  ma  non  troppo 
Allegro  non  troppo 


Xak  Bjerken,  Miri  Yampolsky,  piano 
Joseph  Pereira,  Michael  Sharkey,  percussion 

Prepared  by  Yehudi  Wyner  (Wyner,  Rorem) , Gilbert  Kalish  (Rachmaninoff 
Bartok),  Roger  Voisin,  Julius  Levine  (Brahms,  Prokofiev), 
Donald  MacCourt,  Norman  Fischer,  and  Andrew  Jennings 


FELLOWSHIP  PROGRAM  CHAMBER  MUSIC 


5:00  P.M. 


Theatre 


Villa  Lobos  Quintet  (en  forme  de  choros) 

Todd  Skitch,  flute  Carey  Bell,  clarinet 

Sandy  Stimson,  oboe  Laurel  Sharp,  bassoon 

Dana  Christensen,  horn 


Brahms  Trio  for  Violin,  Horn  and  Piano,  Op.  40 

Andante 

Scherzo:  Allegro 

Adagio  mesto 

Finale:  Allegro  con  brio 

Candace  Guirao,  violin  Joshua  Garrett,  horn 

Stewart  Goodyear,  piano 


Prepared  by  Donald  MacCourt  and  Yehudi  Wyner 


6:  00 


FELLOWSHIP  PROGRAM  WIND  MUSIC 

Tanglewood  Manor  House  Porch 


Reinecke 


wind  Octet  in  B-flat  Major,  Op.  26 
Allegro  moderato 
Scherzo:  Vivace 
Adagio  ma  non  troppo 
Finale:  Allegro  raolto  e grazioso 

Lisa-Maree  Amos,  flute 
Sandy  Stimson,  oboe 
Carey  Bell,  Sarah  Elbaz,  clarinets 
Kenneth  Moses,  Laurel  Sharp,  bassoons 
Dana  Christensen,  Jennifer  Montone,  horns 


Hindemith  Septet  (1948) 

Lebhaft 

Intermezzo:  Sehr  langsara 
Variationen:  Massig  Schnell 
Intermezzo:  Sehr  langsam 
Fuge:  Alter  Berner  Marsch 

Elizabeth  Rowe,  flute 
Erin  Gustafson,  oboe 
Benjamin  Fingland,  clarinet 
Amanda  McIntosh,  bass  clarinet 
Jose  Lozano,  bassoon 
Haley  Hoops,  horn 
Christopher  Still,  trumpet 


BALDWIN  PIANO 
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The  TANGLEWOOD  MUSIC  CENTER  is  maintained 
for  advanced  study  in  music  and  sponsored  by  the 
BOSTON  SYMPHONY  ORCHESTRA. 

BOSTON  SYMPHONY  ORCHESTRA 

Seiji  Ozawa,  Music  Director 
Kenneth  Haas,  Managing  Director 
Daniel  R.  Gustin,  Manager  of  Tanglewood 
Nancy  Perkins,  Director  oj Development 


TANGLEWOOD  MUSIC  CENTER 

Leon  Fleisher,  Artistic  Director 
Gilbert  Kalish,  Chairman  of  the  Faculty, 

Charles  E.  Culpeper  Foundation  Chair 
Richard  Ortner,  Administrator 
Julie  H.  Diaz,  Director  of  Tanglewood  Development 
James  E.  Whitaker,  Chief  Coordinator 
Harry  Shapiro,  Orchestra  Manager 


Tanglewood  on  Parade 

Tuesday,  August  6,  1996 

For  the  benefit  of  the  Tanglewood  Music  Center 


Tanglewa»d 

Music 

Center 


2:00 

Gates  Open 

5:15 

Alpine  Hom  Demonstation 
(Lawn  near  Chamber  Music  Hall; 

2:00 

Boston  University 
Tanglewood  Institute: 

inside  in  case  of  rain) 

Fanfares  at  Main  Gate  Drive 
(Rear  of  Shed  in 
case,  of  rain) 

5:45 

Balloon  Ascension 
(Lower  lawn  near  Lion  Gate, 
weather  permitting) 

2:30 

Boston  University 
Tanglewood  Institute: 
Chamber  Music  Concert 
(Chamber  Music  Hall) 

6:00 

Tanglewood  Music  Center 
Fellowship  Wind  Music 
(Tanglewood  Manor  House 
porch;  Chamber  Music  Hall 

2:45 

Tanglewood  Music  Center 

in  case  of  rain) 

Fellowship  Chamber  Music 
(Seiji  Ozawa  Hall) 

7:00 

Berkshire  Highlanders 
(Lion  Gate;  rear  of 

3:00 

Tanglewood  Music  Center 

Shed  in  case  of  rain) 

Fellowship  Vocal  Recital 
(Theatre-Concert  Hall) 

8:00 

Tanglewood  Music  Center 
Fellowship  Brass, 

3:45 

Boston  University 
Tanglewood  Institute 
Young  Artists  Orchestra 

Roger  Voisin  conducting: 
Fanfares 

(Koussevitzky  Music  Shed) 

and  Chorus 

(Koussevitzky  Music  Shed) 

8:30 

Gala  Concert 

(Koussevitzky  Music  Shed) 

Hot  air  balloon  courtesy  of  Mr.  and  Mrs.  Charles  Joseph  of  Lebanon,  New  Jersey 
Alpine  horns  courtesy  of  BSO  hom  player  Daniel  Katzen 
Artillery  and  cannon  supplied  by  Eastover,  Inc. 

Scottish  folk  music  courtesy  of  the  Berkshire  Highlanders 
Fireworks  over  the  Stockbrige  Bowl  following  the  Gala  Concert 


A Message  from  Seiji  Ozawa 


Welcome  to  Tanglewood  on  Parade — our 
annual  celebration  of  Tanglewood  and  the 
Tanglewood  Music  Center.  This  is  our  third 
summer  working  on  the  new  Leonard 
Bernstein  Campus  and  performing  in  Seiji 
Ozawa  Hall,  that  wonderful  new  “room  for 
music”  that  belongs  not  to  me,  but  to 
everyone  who  makes  and  hears  music 
there.  The  campus,  and  our  new  concert 
hall,  feel  so  much  like  home,  it’s  hard  to 
believe  they’ve  been  here  for  just  a few 
years.  At  the  same  time,  each  summer  con- 
tinues to  bring  great  new  challenges.  This 
year  it  was  our  commemorative  production 
of  Benjamin  Britten’s  Peter  Grimes,  marking 
the  fiftieth  anniversary  of  that  opera’s 
American  premiere  at  Tanglewood.  Peter 
Grimes  was  originally  commissioned  by 
Serge  Koussevitzky,  who  founded  the 
Tanglewood  Music  Center.  This  year’s  pro- 
duction was  the  first  fully-staged  opera  at 
Tanglewood  in  more  than  three  decades. 
Who  knows  what  the  future  will  bnng? 

By  joining  us  here  today  you  are  sup- 
porting the  important  work  of  the  Tangle- 
wood Music  Center’s  exceptional  young 
musicians.  Each  year  generous  patrons 
provide  financial  support  in  the  form  of 
Fellowships,  Scholarships,  and  Faculty 
Chairs  that  make  it  possible  to  maintain 
the  TMC  year  after  year.  Without  this 
help,  and  the  support  of  music  lovers 
like  yourselves,  the  Tanglewood  Music 
Center  could  not  survive. 

Another  kind  of  help  comes  to  us 
from  Boston  University.  Their  wonderful 
Tanglewood  Institute  helps  us  offer  similar 
advanced  training  to  musicians  of  high 
school  age.  Their  participation  today  cele- 
brates more  than  thirty  years  of  partner- 
ship with  the  Boston  Symphony,  thirty 
years  of  helping  the  nation’s  best  young 
artists  grow. 

Every  ticket  sold  today  helps  us  con- 
tinue to  offer  tuition-free  Fellowships  and 


other  financial  aid  to  young  musicians  who 
have  worked  very  hard  to  earn  a place  in 
these  programs.  This  freedom  from  finan- 
cial concern  allows  them  to  focus  all  their 
attention  on  music-making.  There  is  no 
other  place  in  the  world  like  Tanglewood, 
where  young  musicians  are  inspired  by  the 
Boston  Symphony  Orchestra,  the  TMC 
Faculty,  the  guest  artists  who  perform  here, 
and  the  unique  Tanglewood  landscape. 

The  Tanglewood  Music  Center  has  held 
a very  special  place  in  my  heart  since  I 
arrived  here  in  1960.  Making  others  feel 
welcome  here  has  become  an  important 
part  of  my  life.  For  two  months  each  year 
we  live  and  work  together.  This  is  the  spirit 
that  welcomed  me  when  I first  arrived,  and 
which  I hope  to  pass  on  to  others.  Just  as  I 
found  a home  in  music  at  Tanglewood,  so 
do  hundreds  of  aspiring  young  artists  who 
come  here  each  summer  I thank  you  for 
helping  to  make  this  possible. 

SeT 

Seiji  Ozawa 


The  Tanglewood  Music  Center 


Tanglewood  provides  much  more  than 
a setting  for  the  concerts  offered  by  the 
Boston  Symphony  Orchestra.  It  is  also  the 
site  of  the  Tanglewood  Music  Center,  one 
of  the  world’s  most  influential  centers  for 
advanced  musical  study,  and  which  has 
been  maintained  by  the  Boston  Symphony 
Orchestra  since  its  establishment  in  1940 
under  the  leadership  of  Serge  Koussevitzky. 
With  Leon  Fleisher  now  in  his  twelfth  year 
as  its  Artistic  Director,  the  Tanglewood 
Music  Center  continues  to  provide  a wide 
range  of  specialized  training  and  experience 
for  young  musicians  from  all  over  the 
world. 

In  1994,  the  Tanglewood  Music  Center 
entered  a new  era  with  the  opening  of  Seiji 
Ozawa  Hall,  which — along  with  its  back- 
stage  facilities,  Green  Room,  TMC  orchestra 
library,  and  instrument  storage  space  all 
located  in  the  Leonard  Bernstein  Performers 
Pavilion — now  serves  as  the  focal  point  of 
the  new  Leonard  Bernstein  Campus,  which 
also  encompasses  the  Leon  Fleisher  Carriage 
House  with  chamber  music  coaching  stu- 
dios and  offices;  the  Aaron  Copland  Library, 
in  a cottage  adjacent  to  the  refurbished  car- 
nage house;,  a new  Rehearsal  Hall;  and  addi- 
tional coaching  studios  throughout  the 
campus.  With  the  recent  inauguration  of 
Seiji  Ozawa  Hall  and  the  opening  of  the 
Leonard  Bernstein  Campus,  all  involved 
with  the  Tanglewood  Music  Center  look 
toward  the  twenty-first  century  newly 
inspired,  with  a renewed  sense  of  purpose. 

The  school  opened  formally  on  July  8, 
1940,  with  speeches — Koussevitzky,  allud- 
ing to  the  war  then  raging  in  Europe,  said, 
“If  ever  there  was  a time  to  speak  of  music, 
it  is  now  in  the  New  World” — and  music, 
the  first  performance  of  Randall  Thompson’s 
Alleluia  for  unaccompanied  chorus,  which 
was  written  for  the  ceremony  and  arrived 
less  than  an  hour  before  the  event  was  to 


begin,  but  which  made  such  an  impression 
that  it  has  remained  the  traditional  opening 
music  each  summer.  The  TMC  was  Kousse- 
vitzky's  pride  and  joy  for  the  rest  of  his  life. 
He  assembled  an  extraordinary  faculty  in 
composition,  operatic  and  choral  activities, 
and  instrumental  performance;  he  himself 
taught  the  most  gifted  conductors. 

The  emphasis  at  the  Tanglewood  Music 
Center  has  always  been  not  on  sheer  tech- 
nique, which  students  learn  with  their  regu- 
lar private  teachers,  but  on  making  music. 
Although  the  program  has  changed  in  some 
respects  over  the  years,  the  emphasis  is  still 
on  ensemble  performance,  learning  cham- 
ber music,  vocal  music,  and  the  orchestral 
literature  with  talented  fellow  musicians 
under  the  coaching  of  a master-musician- 
teacher.  Many  of  the  pieces  learned  this  way 
are  performed  in  TMC  recitals;  each  sum- 
mer brings  exciting  performances  by  talent- 
ed young  professionals  beginning  a love 
affair  with  a great  piece  of  music. 

The  Tanglewood  Music  Center  Orchestra 
performs  weekly  in  concerts  covering  the 


Serge  Koussevitzky 


entire  repertory  under  the  direction  of  stu- 
dent conductors  as  well  as  members  of  the 
TMC  faculty  and  guest  conductors  present 
at  Tanglewood  to  lead  BSO  concerts.  The 
quality  of  the  TMC  Orchestra,  assembled 
for  just  eight  weeks  each  summer,  regularly 
astonishes  visitors.  It  would  be  impossible 
to  list  all  the  distinguished  musicians  who 
have  been  part  of  this  annual  corps  of 
young  people  on  the  verge  of  professional 
careers  as  instrumentalists,  singers,  con- 
ductors, and  composers.  But  it  is  worth 
noting  that  20%  of  the  members  of  the 
major  orchestras  in  this  country  have  been 
students  at  the  Tanglewood  Music  Center, 
with  that  figure  constantly  rising. 

Today  there  are  three  principal  programs 
at  the  Tanglewood  Music  Center,  each  with 
appropriate  subdivisions.  The  Fellowship 
Program  provides  a demanding  schedule  of 
study  and  performance  for  students  who 
have  completed  most  of  their  training  in 
music  and  who  are  awarded  fellowships  to 
underwrite  their  expenses.  It  includes 
courses  of  study  for  instrumentalists, 
singers,  and  composers.  Other  courses  of 
instruction  include  the  Conducting  Class, 
from  which  members  are  selected  for  pub- 
lic performance,  and  the  Phyllis  Curtin 


Seminar  for  Singers.  In  1966,  educational 
programs  at  Tanglewood  were  extended  to 
younger  students,  mostly  of  high-school 
age,  when  Erich  Leinsdorf  invited  the 
Boston  University  School  for  the  Arts  to 
become  involved  with  the  Boston  Sym- 
phony Orchestra's  activities  in  the  Berk- 
shires.  Today,  Boston  University,  through 
its  Tanglewood  Institute,  sponsors  pro- 
grams that  offer  individual  and  ensemble 
instruction  to  talented  younger  musicians, 
with  seventeen  separate  programs  for  per- 
formers and  composers.  In  1995,  BUTI  re- 
introduced a visual  arts  program  for  talent- 
ed artists  of  high  school  and  college  age. 

Today,  alumni  of  the  Tanglewood  Music 
Center  play  a vital  role  in  the  musical  life 
of  the  nation.  Tanglewood  and  the 
Tanglewood  Music  Center,  projects  with 
which  Serge  Koussevitzky  was  involved 
until  his  death,  have  become  a fitting 
shrine  to  his  memory,  a living  embodiment 
of  the  vital,  humanistic  tradition  that  was 
his  legacy.  At  the  same  time,  the  Tangle- 
wood Music  Center  maintains  its  commit- 
ment to  the  future  as  one  of  the  world's 
most  important  training  grounds  for  the 
composers,  conductors,  instrumentalists, 
and  vocalists  of  tomorrow. 


TMC  Artistic  Director  Leon  Flasher  working  with  the  Tanglewood  Musir  Center  Orchestra 


Gala  Concert 


TANGLEWOOD  ON  PARADE 

Tuesday,  August  6,  at  8:30 

SPONSORED  BY  FILENE’S 
For  the  benefit  of  the  Tanglewood  Music  Center 

TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
BOSTON  SYMPHONY  ORCHESTRA 
BOSTON  POPS  ORCHESTRA 

SEIJI  OZAWA,  LEON  FLEISHER,  KEITH  LOCKHART, 
and  JOHN  WILLIAMS,  conductors 


Tanglew(0)d 

Music 

Center 


MUSIC  FOR  THE  OLYMPICS 

WILLIAMS  Summon  the  Heroes 

(written  for  the  Centennial  Celebration  of  the 
modem  Olympic  Games,  Atlanta,  Georgia, 

July  19,  1996) 

BERNSTEIN  Olympic  Hymn 

(wntten  for  the  1981  International  Olympic 
Congress,  Baden-Baden) 

BOSTON  UNIVERSITY  TANGLEWOOD 
INSTITUTE  YOUNG  ARTISTS  CHORUS, 

ANN  HOWARD  JONES,  Conductor 

ARNAUD  Bugler’s  Dream 

(introduced  dunng  the  1968  Olympic  Games, 
Grenoble) 

WILLIAMS  Olympic  Fanfare  and  Theme 

(written  for  the  1984  Olympic  Games,  Los  Angeles) 

BOSTON  POPS  ORCHESTRA, 

JOHN  WILLIAMS  conducting 


RESPIGHI  The  Pines  of  Rome 

The  Pines  of  the  Villa  Borghese 
Pines  Near  a Catacomb 
The  Pines  of  the  Janiculum 
The  Pines  of  the  Appian  Way 

TANGLEWOOD  MUSIC  CENTER  ORCHESTRA, 
LEON  FLEISHER  conducting 


INTERMISSION 


Program  continues. . . 


Baldwin  piano 


TCHAIKOVSKY  Romeo  and  Juliet,  Overture-Fantasy 

after  Shakespeare 

BOSTON  SYMPHONY  ORCHESTRA, 
KEITH  LOCKHART  conducting 


TCHAIKOVSKY  Ceremonial  Overture,  1812 

TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
and  BOSTON  SYMPHONY  ORCHESTRA, 

SEIJI  OZAWA  conducting 


Notes 


The  spectacle  and  excitement  of  the  quadrennial  modem  Olympics  has  generated  musical 
responses  from  composers  over  the  last  ten  decades  since  the  recreation  of  the  ancient  tradi- 
tions. And  as  our  ability  to  receive  the  images  of  physical  beauty,  strength,  and  grace  from 
the  Olympic  games  has  come  to  be  transmitted  worldwide  in  recent  decades,  the  presenting 
organizations  have  felt  the  need  for  music  to  accompany  and  symbolize  the  games,  in  tribute 
to  the  high  aspirations  of  those  who  continually  aim  to  go  higher,  faster,  or  farther  than  ever 
before.  The  works  composed  for  these  events  are  conventionally  called  “fanfares,”  though  in 
fact  they  are  generally  far  more  elaborate  than  the  simple  battlefield  signals  of  past  genera- 
tions. A modem  “fanfare”  for  a special  event  like  the  Olympics  might  be  more  properly 
called  an  “overture,”  since  it  often  employs  the  full  orchestra  in  a substantial  instrumental 
movement.  In  any  case,  no  composer  has  become  more  closely  associated  with  this  kind  of 
composition  in  our  time  than  John  Williams  (b.  1932),  who  has  not  only  written  such  fan- 
fares for  events  like  the  rededication  of  the  Statue  of  Liberty  or  for  heroic  fictional  characters 
in  film  scores,  but  also  for  the  Los  Angeles  Olympics  of  1984,  a fanfare  used  by  the  NBC  Sports 
Division  for  the  1988  Olympics,  and — biggest  of  them  all  so  far — the  music  for  the  opening 
of  the  Centennial  Olympics  in  Atlanta,  as  played  in  the  opening  ceremonies  on  July  19. 

Williams’s  Summon  the  Heroes,  the  newest  of  these  Olympian  compositions,  begins  with 
a rising  trumpet  arpeggio  that  soon  turns  into  a bracing  fanfare  for  brass  and  percussion.  In 
fact  that  rising  arpeggio  turns  into  a soanng  trumpet  solo,  conceived  for  Tim  Morrison,  pnn- 
cipal  trumpet  of  the  Boston  Pops  Orchestra,  and  dedicated  to  him.  This  unfolds  lyrically 
over  a dark  orchestral  background.  Gradually  the  lyric  and  vigorous  elements  contend  and 
develop  to  a splendid  climax  of  cross-linked  fanfare  figures. 

Leonard  Bernstein  (1918-1990)  composed  his  Olympic  Hymn  in  1981  for  the  Interna- 
tional Olympic  Congress  in  Baden-Baden.  This  has  an  entirely  different  spirit  from  the  “go 
forth  to  win”  character  of  music  written  for  the  games  themselves.  Indeed,  the  term  “hymn” 
is  entirely  suitable  for  this  music,  which  includes  a homophonic  chorus  singing  a text  by 
Gunter  Kunert  expressing  the  noble  ideal  of  the  movement:  “Give  an  example  that  applies  to 
all:  Fight  as  friends,  not  as  foes. . 

Bugler’s  Dream,  composed  for  the  1968  games  by  French  composer  Leo  Amaud  (1904- 
1991),  has  been  used  frequently  since  then:  for  nearly  three  decades  sports  fans  have  heard 
it  regularly  every  four  years,  though  many  probably  don’t  even  stop  to  think  that  it  didn’t 
always  exist.  But  for  the  last  dozen  years,  Amaud’s  popular  fanfare  has  had  a competitor  that 
increasingly  fills  a similar  function,  John  Williams’s  own  first  Olympics  score,  Olympic 
Fanfare  and  Theme,  written  for  the  1984  games  that  took  place  in  his  own  home  town  of  Los 
Angeles.  Amaud’s  score  runs  mostly  along  the  lines  of  the  traditional  fanfare — all  brass 
arpeggios  and  march  figurations  with  vigorous  punctuation  from  the  drums.  Williams’s 


piece  races  off  the  mark  with  rushing  figures  and  off-the-beat  punctuation  in  the  bass,  but 
turns  into  a gentle  and  noble  soaring  melody  eventually  combined  with  the  rhythmic  figures 
for  a superb  climax. 


The  music  led  by  John  Williams  in  this  concert  can  be  heard  on  “Summon  the  Heroes,” 
his  latest  compact  disc  with  the  Boston  Pops  Orchestra  for  Sony  Classical,  available  at 
the  Tanglewood  Music  Store. 


Rome,  the  “eternal  city,”  is  built  up  out  of  living  layers  of  history  in  the  fragments  of 
buildings  from  many  different  periods,  going  back  to  classical  antiquity,  embedded  within 
modem  structures.  Within  the  space  of  a few  feet  on  the  Campidoglio,  for  example,  one 
may  observe  objects  that  evoke  Romulus  and  Remus  (the  legendary  founders  of  the  city), 
Julius  Caesar,  the  philosopher-emperor  Marcus  Aurelius,  Rienzi  (“last  of  the  tribunes"),  the 
poet  Petrarch,  the  artist  Michelangelo,  and  the  dictator  Mussolini.  The  most  famous  scores 
of  Ottorino  Respighi  (1879-1936)  all  suggest  this  connection  of  past  and  present  in  the  city: 
The  Fountains  of  Rome,  with  which  he  found  his  voice  in  1914-16,  was  followed  in  1923-24 
by  The  Pines  of  Rome  and  in  1928  by  Roman  Festivals.  Respighi  was  far  and  away  the  most  suc- 
cessful Italian  composer  of  his  generation,  if  not  the  most  intellectual.  His  music  is  at  its 
best  when  he  can  evoke  an  air  of  childlike  wonder,  of  delight  in  visual  impressions  translated 
into  music,  as  he  does  in  The  Pines  of  Rome.  The  four  movements  of  the  suite  are  designed 
not  so  much  to  evoke  the  trees  themselves  as  the  kind  of  activity  that  goes  on  (or  went  on) 
in  their  vicinity.  The  first  and  third  movements  are  inspired  by  some  aspect  of  modem  Roman 
life,  the  second  and  fourth  by  its  history. 

I.  The  Pines  of  the  Villa  Borghese.  The  Villa  Borghese  is  an  enormous  park  open  to 
the  public,  though  formerly  belonging  to  the  powerful  Borghese  family.  Respighi  evokes  the 
energy  of  swarming  children  playing  in  the  modem  park. 

II.  Pines  Near  a Catacomb.  The  mood  suddenly  changes  to  utter  stillness  The  cata- 
combs were  used  by  early  Christians  as  safe  places  to  meet  for  worship  dunng  the  penod 
that  their  sect  was  outlawed.  Respighi  builds  up  the  picture  out  of  little  fragments  intended 
to  suggest  liturgical  chanting. 

III.  The  Pines  of  the  Janiculum.  The  Janiculum  (“ Gianicolo ” in  modem  Italian)  is  a large 
hill  in  the  .Trastevere  section  of  Rome,  near  the  Vatican,  offering  a magnificent  view  of  the 
city’s  historic  center  across  the  Tiber.  It  was  the  site  of  numerous  historic  events,  including 
some  of  the  fiercest  fighting  between  Garibaldi  and  the  Papal  forces  during  the  lengthy 
struggle  to  unify  the  country.  Respighi,  however,  offers  a quiet  nocturnal  scene,  drenched 

in  moonlight.  At  the  end  of  the  movement,  Respighi  introduces  the  most  unusual  instru- 
ment in  his  orchestra:  the  phonograph.  Though  his  score  specifies  a particular  recording  of 
the  nightingale’s  song  (No.  R6105,  Concert  Record  Gramophone),  the  present  performance 
will  use  the  song  of  a more  modem  nightingale. 

IV  The  Pines  of  the  Appian  Way.  The  Appian  Way  was  the  great  Roman  road,  the  finest 
achievement  of  road-building  in  classical  antiquity  and  still,  in  part,  used  today.  Respighi’s 
music  is  a vision  of  a misty  dawn  with  the  muffled  march  of  tramping  feet.  It  builds  inex- 
orably to  a great  outburst  of  sound,  as  extra  brass  instruments — representing  the  Roman 
huccine — sound  their  fanfare,  capping  the  composer’s  image  of  an  ancient  army  marching 
toward  the  Capitol  in  tnumph. 

The  work  that  was  to  become  the  earliest  orchestral  masterpiece  of  Pyotr  Ilyich  Tchai- 
kovsky (1840-1893)  was  actually  inspired  by  fellow  composer  Mily  Balakirev,  who  could  not 
resist  telling  other  composers  what  they  ought  to  be  wnting.  Though  Tchaikovsky  was  never 
one  of  the  group  known  as  “The  Five,”  Balakirev  nonetheless  wished  to  attract  the  attention 
of  the  young  composer  whose  great  talent  was  readily  evident.  Soon  after  Balakirev  had  con- 
ducted an  early  Tchaikovsky  tone  poem  (which  the  composer  later  destroyed),  he  suggested 
the  idea  of  a piece  based  on  Shakespeare’s  Romeo  and  Juliet.  The  suggestion  fell  on  fertile 


ground,  because  Tchaikovsky  had  just  passed  through  a passionate  attachment  to  the  sopra- 
no Desiree  Artot,  an  attachment  that  ended  only  when  she  suddenly  married  someone  else. 
Still  the  young  composer  found  himself  drawing  a blank  at  first.  Balakirev  offered  lots  of 
advice,  including  a formal  layout  of  various  kinds  of  musical  material  and  a key  scheme  for 
the  way  the  music  would  develop.  Though  this  advice  was  gratuitous  (and  mostly  ignored), 
it  helped  Tchaikovsky  break  the  block  he  was  suffering  and  start  composing.  He  composed 
Romeo  and  Juliet  between  October  7 and  November  27,  1869.  After  the  first  performance, 
Tchaikovsky  reworked  the  score  considerably  during  the  summer  of  1870.  Then  again  in 
1880  he  returned  to  the  score  for  a final  reworking  of  the  closing  bars,  completing  the 
definitive  version  as  we  know  it  on  September  10. 

A fair  part  of  the  work’s  success  is  due  to  Balakirev,  even  though  Tchaikovsky  actually 
invented  all  of  the  musical  material.  But  his  mentor  played  a major  role  in  working  out  the 
formal  structure  of  the  piece  and  in  badgering  him  to  keep  making  improvements.  The 
choice  of  three  basic  dramatic  elements — the  young  lovers,  their  feuding  families,  and  the 
sympathetic  fnar — allowed  for  music  of  great  color  and  variety  arranged  in  a coherent  form 
that  is  also  dramatically  cogent:  the  music  of  the  lovers  is  constantly  overwhelmed  by  the 
sounds  of  conflict,  just  as  Shakespeare’s  protagonists  meet  their  doom  through  the  endless 
conflict  of  the  rival  factions.  And  though  the  score  certainly  does  not  attempt  to  follow  the 
plot  of  the  play  in  any  respect,  the  central  moods,  captured  with  splendid  romantic  passion, 
remain  intact.  With  good  reason  Tchaikovsky  dedicated  the  score  to  Balakirev,  whose  kindly 
tyranny  had  opened  the  path  to  its  composition. 

In  1880,  Tchaikovsky  promised  Nikolai  Rubinstein  that  he  would  compose  an  occasion- 
al piece  to  celebrate  the  Silver  Jubilee  of  Tsar  Alexander  II,  the  “Tsar-Liberator,”  who  had 
ascended  the  throne  in  1855  and  six  years  later  issued  the  Edict  of  Emancipation  that  freed 
the  serfs,  who  compnsed  one-third  of  Russia’s  population.  During  the  summer  and  early  fall 
of  1880  Tchaikovsky  worked  on  the  celebratory  piece  along  with  another  work,  composed 
purely  for  his  own  musical  satisfaction,  his  Serenade  for  Strings,  Opus  48.  The  former,  fin- 
ished on  October  18,  was  a single-movement  orchestral  work  that  he  labeled  an  overture 
with  the  formal  title  The  Year  1812. 

To  any  Russian  the  date  1812  instantly  conjured  up  the  image  of  Napoleon’s  invasion  of 
Russia,  his  conquest  of  Moscow,  and  his  devastating,  ignominious  retreat  with  only  a tiny 
percentage  of  his  army,  most  of  which  had  been  destroyed  by  extremes  of  winter  weather 
and  lack  of  food.  Tchaikovsky  composed  his  musical  tnbute  to  the  Russian  victory  essential- 
ly as  a potboiler,  aimed  at  popular  success.  Without  question  he  achieved  his  goal.  The  quo- 
tation of  familiar  tunes  (familiar,  at  any  rate,  to  his  Russian  audience  in  the  1880s)  guaran- 
teed a patriotic  response  as  it  reminded  them  of  the  historical  events:  the  hymn  “God 
Preserve  the  Tsar,"  which  opens  the  piece;  the  appearance  of  the  “Marseillaise,"  symbolizing 
the  invading  French  army;  the  musical  battle  between  the  two  sides  and  the  gradual  over- 
whelming of  the  “Marseillaise"  by  the  Russian  music;  and  finally  the  Imperial  anthem,  rein- 
forced by  bells  and  cannon — all  of  this  has  made  the  overture  a popular  showpiece  from  its 
very  first  performance. 

— Notes  by  Steven  Ledbetter 


Artists 


Seiji  Ozawa  is  Music  Director  of  the  Boston  Symphony  Orchestra. 
Pianist/conductor/teacher  Leon  Fleisher  is  now  in  his  twelfth  year  as 
Artistic  Director  of  the  Tanglewood  Music  Center. 

Keith  Lockhart  is  Conductor  of  the  Boston  Pops  Orchestra. 

John  Williams  is  Laureate  Conductor  of  the  Boston  Pops  and  Artist-in-Residence 
at  Tanglewood. 


Tanglewood  Music  Center  1996  Fellowship  Program 


Violins 

Ralph  Allen,  Philadelphia,  Pennsylvania 
Morris  A.  Schcipiro  Fellowship 
Marcus  Barcham-Stevens,  Cambridgeshire,  England 
Shirley  and  Sam  Zemsky  Fellowship 
liana  Blumberg,  El  Cerrito,  California 
Stokes  Fellowship 

Cristina  Buciu,  Bucharest,  Romania 
Philip  and  Bernice  Krupp  Fellowship 
Glen  Cherry,  Vermillion,  South  Dakota 
Mr  and  Mrs.  William  C Rousseau  Fellowship 
Hilary  Foster,  Omaha,  Nebraska 
Gerald  Gelbloom  Memorial  Fellowship 
Anuschka  Franken,  Den  Haag,  The  Netherlands 
The  Netherland-America  Foundation  Fellowship 
Shigetoshi  Furuta,  Fukuoka,  Japan 
Boston  Symphony  Orchestra  Fellowship 
Andrew  Grams,  Severn,  Maryland 
Surdna  Foundation  Fellowship 
Candace  Guirao,  San  Francisco,  California 
Northern  California  Fund  Fellowship 
Lisa  Hansen,  Zanesville,  Ohio 
Jane  W Bancroft  Fellowship 
Carolyn  Huebl,  Dearborn,  Michigan 

Harry  and  Marion  Duhbs/Brookhne  Youth  Concerts 
Awards  Committee  Fellowship 
John  Kim,  New  York,  New  York 
Stokes  Fellowship 

Beth  Kipper,  New  York,  New  York 

Charles  E.  Culpeper  Foundation  Fellowship 
Salley  Koo,  Chicago,  Illinois 

Carolyn  and  George  Rowland  Fellowship  in  Honor 
of  Eleanor  Pcmasevich 
Elise  Kuder,  Unwood,  Massachusetts 
William  Kroll  Memorial  Fellowship 
Christopher  Neal,  Buffalo,  New  York 
Mr  and  Mrs.  John  C Haas  Fellowship 
Ursula  Nelius,  Sydney,  Australia 

Chanmng  and  Ursula  Dichter  Fellowship 
Yuka  Nishino,  Tokyo,  Japan 

Mr.  and  Mrs.  Richard  M.  Fraser  Fellowship 
Dennis  O’Boyle,  New  York,  New  York 
Lucy  Lowell  (1860-1949)  Fellowship 
Duane  Padilla,  Glendale,  California 

Hannah  and  Raymond  Schneider  Fellowship 
Daniel  Padilla,  Glendale,  California 
Haskell  Gordon  Memorial  Fellowship 
Stefame  Riego,  Manon,  Ohio 
Elayne  P Bernstein  Fellowship 
Wenyi  Shih,  Taipei,  Taiwin 

Edward  S.  Brackett,  Jr.,  Fellowship 
Yuko  Tomonaga,  Tokyo,  Japan 
Renee'  D.  Sanft  Fund  Fellowship 
Biliana  Voutchkova,  Sofia,  Bulgaria 
Max  Winder  Violin  Fellowship 
Jiilide  Yalcin,  Ankara,  Turkey 
Renee  Rapaporte  Fellowship 


Sarah  Zaharako,  Indianapolis,  Indiana 
Clowes  Fund  Fellowship 

Violas 

Karin  Brown,  Santa  Cruz,  California 
Miriam  and  Sidney  Stoneman  Fellowship 
Kimberly  Foster,  Portland,  Oregon 
Harold  G.  Colt,  Jr,  Memorial  Fellowship 
Jessie-Leah  Greenbaum,  Amherst,  Massachusetts 
Juliet  Essel born  Geier  Memorial  Fellowship 
Kate  Holzemer,  Minneapolis,  Minnesota 
BSAV  Lecture  Series  Fellowship 
Hui-Fang  Hsu,  Tainan,  Taiwan 
Aso  Tavitian  Fellowship 
Abigail  Kubert,  Boston,  Massachusetts 
Ann  and  Gordon  Getty  Foundation  Fellowship 
Sun-Young  Lee,  Toronto,  Ontario,  Canada 
Mr.  and  Mrs.  Joseph  H Reich  Fellowship 
Anne  Lindeskov,  Copenhagen,  Denmark 
Leo  L.  Berane k Fellowship 
Paul  Reynolds,  Aubuquerque,  New  Mexico 
Alfred  E.  Chase  Fellowship 
Emily  Schaad,  Rhinebeck,  New  York 
James  A.  Macdonald  Foundation  Fellowship 
Chi-Chuan  Teng,  Taipei,  Taiwan 
Stanley  Chappie  Fellowship 
Andra  Voldins,  Newton,  Massachusetts 
Theodore  Edson  Parker  Foundation  Fellowship 

Cellos 

Rebecca  Carrington,  Epsom,  England 
Country  Curtains  Fellowship 
Walter  Haman,  San  Francisco,  California 
Helene  R.  and  Norman  L.  Cahners  Fellowship 
Roy  Harran,  Savyon,  Israel 

Mrs.  Harris  Fahnestock  Fellowship 
Doris  Hochscheid,  Amsterdam,  The  Netherlands 
Velmans  Foundation  Fellowship 
Iris  Jortner,  Tel-Aviv,  Israel 
Lola  and  Edwin  Jaffe  Fellowship 
Marika  Kobayashi,  Tokyo,  Japan 
Merrill  Lynch  Fellowship 
Alexandra  Mackenzie,  London,  England 
Jane  and  Otto  Morningstar  Fellowship 
Jan  Mtiller-Szeraws,  Concepcion,  Chile 
Omar  Del  Carlo  Tanglewood  Fellowship 
Paige  Riggs,  Boston,  Massachusetts 
Athena  and  James  Garivalt is  Fellowship 
Lawrence  Stomberg,  Kirksville,  Missouri 
Harry  and  Mildred  Remis  Fellowship 
Rupert  Thompson.  Setauket,  New  York 
Naomi  and  Philip  Kruvant  Fellowship 
Nicholas  Tzavaras,  New  York,  New  York 
Manon  Callanan  Memorial  Fellowship 
Aron  Zelkowicz,  Pittsburgh,  Pennsylvania 
Daniel  and  Shirlee  Cohen  Freed  Fellowship 


Double  Basses 

Charles  DeRamus,  Atlanta,  Georgia 
Boston  Symphony  Orchestra  Fellowship 
John  Grillo,  Oceanside,  New  York 

Charlotte  Palmer  Phillips  Foundation  Fellowship 
Donald  Howey,  Sudbury,  Massachusetts 
BayBanks  Fellowship 
Xinlai  Jiang,  Shanghai,  China 
Starr  Foundation  Fellowship 
Eric  Larson,  Westminster,  Maryland 
Ginger  and  George  Ehhn  Fellowship 
Robert  Rohwer,  Lyndhurst,  Ohio 

Koussevitzky  Music  Foundation  Fellowship 
Mary  Wheelock,  Bowie,  Maryland 
Sylvia  and  Arnold  Golber  Fellowship 

Flutes 

Lisa-Maree  Amos,  Brisbane,  Australia 
Susan  Kaplan/ Ami  Trauber  Fellowship 
Dionne  Marie  Hansen,  Glen  Ellyn,  Illinois 
Selma  Pearl  and  Susan  and  Richard  Grausman 
Fellowship 

Hilary  Lynch,  New  York,  New  York 
Mrs.  Peter  I.  B.  Lavan  Fellowship 
Elizabeth  Rowe,  Eugene,  Oregon 
Theodore  and  Cora  Ginsberg  Fellowship 
Todd  Skitch,  Peterborough,  Ontario,  Canada 
Donald  Bellamy  Sinclair  Memorial  Fellowship 

Oboes 

Erin  Gustafson,  Puyallup,  Washington 
Fernand  Gillet  Memorial  Fellowship 
Lisa  McCullough,  Port  Washington,  New  York 
Edward  and  Joyce  Linde  Fellowship 
Lora  Schaefer,  Houston,  Texas 

Arthur  Fiedler/Leo  Wasserman  Fellowship 
Rebecca  Schweigert,  Gaylord,  Michigan 
Augustus  Thorndike  Fellowship 
Sandy  Stimson,  Lewiston,  New  York 

Edwin  and  Elaine  London  Family  Fellowship 

Clarinets 

Carey  Bell,  Eugene,  Oregon 

Mr.  and  Mrs.  Belvin  Friedson  Fellowship 
Michael  Bepko,  Houston,  Texas 

Berkshire  Life  Insurance  Company  Fellowship 
Sarah  Elbaz,  Beer-Sheva,  Israel 

Bristol-Myers  Squibb  Foundation  Fellowship 
Benjamin  Fingland,  London,  England 
Mr.  and  Mrs.  Robert  E.  Remis  Fellowship 
Jean-Philippe  Vivier,  Nantes,  France 
Florence  Gould  Foundation  Fellowship 

Bass  Clarinet 

Amanda  McIntosh,  Dallas,  Texas 
Mr.  and  Mrs.  Allen  Z.  Kluchman 
Memorial  Fellowship 

Bassoon/Contrabassoon 

Vance  Lee,  Santa  Monica,  California 
Sherman  Walt  Memorial  Fellowship 


Jose  Lozano,  Alicante,  Spain 
Susan  Morse  Hilles  Fellowship 
Kenneth  Moses,  San  Antonio,  Texas 
Red  Lion  Inn  Fellowship 
Douglas  Quint,  Pittsfield,  Maine 
Rita  Meyer  Fellowship 
Laurel  Sharp,  Johnstown,  Ohio 
Robert  G.  McClellan,  Jr.,  and 
IBM  Matching  Grant  Fellowship 

Homs 

Dana  Christensen,  Watertown,  Wisconsin 
Dale  and  Anne  Fowler  Fellowship 
Joshua  Garrett,  San  Francisco,  California 
William  E and  Juliana  W Thompson  Fellowship 
Haley  Hoops,  Detroit,  Michigan 

Dr.  John  H.  Knowles  Memorial  Fellowship 
Neil  Kimel,  Lincolnwood,  Illinois 
Edward  G.  Shufro  Fellowship 
Michael  Mayhew,  Dallas,  Texas 
C.D.  Jackson  Fellowship 
Jennifer  Montone,  Burke,  Virginia 
Ruth  and  Alan  Sagner  Fellowship 

Trumpets 

Kevin  Finamore,  Charlotte,  North  Carolina 
Armando  A.  Ghitalla  Fellowship 
Mark  Flegg,  Detroit,  Michigan 
Andre  Come  Memorial  Fellowship 
David  Prentice,  Glasgow,  Scotland 
English-Speaking  Union  Fellowship 
Christopher  Still,  Bayport,  New  York 

Rosamond  Sturgis  Brooks  Memorial  Fellowship 
Benjamin  Wright,  Evansville,  Indiana 
Wynton  Marsalis  Fellowship 

Tenor  Trombones 

Marcos  Max  Vails  Martin,  Sao  Bemardo  do 
Campo,  Brazil 

Omar  Del  Carlo  Tanglewood  Fellowship 
James  Nova,  South  Windsor,  Connecticut 
Ruth  S.  Morse  Fellowship 
Jarod  Vermette,  Boston,  Massachusetts 
Judy  Gardiner  Fellowship 

Bass  Trombone 

Scott  Thomton,  Dallas,  Texas 

Albert  L.  and  Elizabeth  P Nickerson  Fellowship 

Tuba 

Randall  Montgomery,  Greenville,  Illinois 

Caroline  Grosvenor  Congdon  Memorial  Fellowship 

Timpani/Percussion 

Edward  Atkatz,  Fresh  Meadows,  New  York 
Barbara  Lee/Raymond  E.  Lee  Foundation 
Fellowship 

Lorenzo  Ferrandiz  Carrillo,  Alicante,  Spain 
Jerry  and  Nancy  Straus  Fellowship 


Eric  Millstein,  Potomac,  Maryland 
Frederic  and  Juliette  Brandi  Fellowship 
Joseph  Pereira,  Stony  Brook,  New  York 

William  Randolph  Hears!  Foundation  Fellowship 
Michael  Sharkey,  Bayonne,  New  Jersey 
Geraldine  R Dodge  Foundation  Fellowship 
Matthew  Strauss,  Long  Island,  New  York 
Anonymous  Fellowship 

Harps 

Valerie  Muzzolini,  Nice,  France 
John  and  Susanne  Grandin  Fellowship 
Tomoko  Sato,  Kobe,  Japan 
Kathleen  Flail  Banks  Fellowship 

Piano/Keyboard 

Marta  Aznavoorian,  Barrington,  Illinois 

Friends  of  Armenian  Culture  Society  Fellowship 
Xak  Bjerken,  Santa  Barbara,  California 
Paul  Jacobs  Memorial  Fellowship 
Alon  Goldstein,  Ramat  Efal,  Israel 
Felicia  Montealegre  Bernstein  Fellowship 
Stewart  Goodyear,  Toronto,  Ontario,  Canada 
Baldwin  Piano  and  Organ  Company  Fellowship 
Albert  Kim,  Glastonbury,  Connecticut 
Billy  Joel  Keyboard  Fellowship 
Naomi  Niskala,  Rochester,  New  York 
Eunice  Cohen  Fellowship 
Jean  Schneider,  Philadelphia,  Pennsylvania 
Daphne  Brooks  Prout  Fellowship 
Jeff  Tomlinson,  Cuzco,  Peru 

Marilyn  Brachman  Hoffman  Fellowship 
Min  Yampolsky,  Tel  Aviv,  Israel 
Wilhelmina  Sandwen  Fellowship 

Composers 

Kevin  Beavers,  Medellin,  Colombia 
Aaron  Copland  Fund  for  Music  Fellowship 
Shih-Hui  Chen,  Taiwan 

Otto  Eckstein  Family  Fellowship 
Alexander  Kalogeras,  Athens,  Greece 
Bessie  Pappas  Fellowship 
Kevin  Putz,  St.  Louis,  Missoun 

DeWitt  Wallace-Reader’s  Digest  Fund  Fellowship 
Lisa  Reim,  Munich,  Germany 

Benjamin  Bntten  Memorial  Fellowship 
Thoma  Simaku,  Durres,  Albania 
Leonard  Bernstein  Fellowship 
Karen  Tanaka,  Tokyo,  Japan 
Margaret  Lee  Crofts  Fellowship 

Conductors 

Gabriel  Feltz,  Lubeck,  Germany 
Leonard  Bernstein  Fellowship 
Daisuke  Soga,  Osaka,  Japan 
Seiji  Ozawa  Fellowship 


Chamber  Ensemble  Residency 
Zurich  Piano  Trio 

Christiane  Frucht,  Hannover,  Germany 
Frelinghuysen  Foundation  Fellowship 
Joel  Marosi,  Koln,  Germany 

Stephen  and  Persis  Moms  Fellowship 
Patrick  McDermott,  Zumikon,  Switzerland 
Kandcll  Family  Fellowship 

Sausalito  String  Quartet 

Matthew  Lavin,  San  Francisco,  California 
Luke  B Hancock  Foundation  Fellowship 
Nicholas  Lozovsky,  San  Francisco,  California 
William  R Housholder  Fellowship 
Paul  Nahhas,  San  Francisco,  California 
Boston  Symphony  Orchestra  Fellowship 
Luigi  Peracchia,  San  Francisco,  California 
David  R.  and  Muriel  K.  Pbkross  Fellowship 

Voice 

Anna-Maria  Bogner,  Munich,  Germany 
Edward  C.  Shufro  Fellowship 
Jennifer  Cobb,  Cincinnati,  Ohio 
Francis  and  Caryn  Powers  Fellowship 
Thomas  Doherty,  Richmond  Hill,  Ontario,  Canada 
Li  a and  William  Poorvu  Fellowship 
Anthony  Griffey,  New  York,  New  York 
Housatomc  Curtain  Company  Fellowship 
Carolyn  Gronlund,  Seattle,  Washington 
Ami  and  Cordon  Getty  Foundation  Fellowship 
Alexandra  Sari  Gruber,  New  York,  New  York 
Nancy  Lurie  Marks  Fellowship 
Michaela  Gurevich,  Seattle,  Washington 
Harold  and  Thelma  Fisher  Fellowship 
Paul  Guttry,  Belmont,  Massachusetts 
Tappan  Dixey  Brooks  Fellowship 
Scott  Hogsed,  Atlanta,  Georgia 

Gloria  Narramore  Moody  Foundation  Fellowship 
Bradley  Howard,  Atlanta,  Georgia 
Abby  and  Joe  Nathan  Fellowship 
Inga  Jonsdottir,  Reykjavik,  Iceland 
J P and  Mary  Barger  Fellowship 
Andrew  Martens,  Virginia  Beach,  Virginia 
Bernice  and  Lizbeth  Krupp  Fellowship 
David  Ossenfort,  Valhalla,  New  York 
Mr.  and  Mrs.  Victor  P Levy  Fellowship 
Sarah  Pelletier,  Lawrenceville,  New  Jersey 
Geraldine  R Dodge  Foundation  Fellowship 
Stephen  Salters,  Boston,  Massachusetts 
Nat  Cole  Memorial  Fellowship 
Mark  Schowalter,  St.  Paul,  Minnesota 
Darling  Family  Fellowship 
Stafford  Turner,  Atlanta,  Georgia 

Ann  V Dulye  and  Linda  M.  Dulye  Fellowship 
Amy  Wagar,  Marshalltown,  Iowa 

Dr.  Marshall  N.  Fulton  Memorial  Fellowship 
Amy  Zom,  New  York,  New  York 

Pearl  and  Alvin  Schottenfeld  Fund  Fellowship 


Vocal  Coaches 

Edward  Bak,  Youngstown,  Ohio 
Stephanie  Moms  M arryott  and 
Franklin  J.  Marryott  Fellowship 
Dana  Brown,  Ann  Arbor,  Michigan 
R.  Amory  Thorndike  Fellowship 
Gary  Gress,  Exton,  Pennsylvania 
Flarry  Stedman  Fellowship 
Marie-France  Lefebvre,  Hull,  Quebec,  Canada 
Ruth  and  Jerome  Sherman  Memorial  Fellowship 
Pamela  Reimer,  Saskatoon,  Saskatchewan,  Canada 
Marie  Cillet  Fellowship 
Cameron  Stowe,  Danville,  Virginia 
Peggy  Rockefeller  Memorial  Fellowship 
Grant  Wenaus,  Regina,  Saskatchewan,  Canada 
Mr.  and  Mrs.  David  B.  Arnold,  Jr.,  Fellowship 
David  Zobel,  Toulouse,  France 

Florence  Could  Foundation  Fellowship 

Phyllis  Curtin  Seminar  for  Singers 

Emily  Benson,  Bloomington,  Illinois 
Boston  Symphony  Orchestra  Scholarship 
Kathryn  Brown,  Rochester,  New  York 
Tisch  Foundation  Scholarship 
Kathleen  Flynn,  Halifax,  Nova  Scotia,  Canada 
Eugene  Cook  Scholarship 
Robert  Gildon,  London,  England 
M ary  H.  Smith  Scholarship 
Raymond  Granlund,  Houston,  Texas 
Richard  F.  Cold  Memorial  Scholarship 
Kimberly  Gratland,  Houston,  Texas 
Claire  and  Millard  Pryor  Scholarship 
Daniel  Gurvich,  Cary,  North  Carolina 
Stuart  Haupt  Scholarship 
Theodore  Huffman,  Greenwich,  Connecticut 
June  Ugelow  Scholarship 
Tiffany  Jackson,  New  Haven,  Connecticut 
Dorothy  and  Montgomery  Crane  Scholarship 


Taras  Kulish,  Montreal,  Quebec,  Canada 
Ethel  Barber  E no  Scholarship 
Michael  Maniaci,  Cincinnati,  Ohio 

Tanglewood  Programmers  and  Ushers  Scholarship 
Steven  Maricle,  Muncie,  Indiana 
Andrall  and  Joanne  Pearson  Scholarship 
Brian  McMillan,  Edmonton,  Alberta,  Canada 
Cindy  L Spark  Scholarship 
Esther  Moses,  Albuquerque,  New  Mexico 
Steve  and  Nan  Kay  Scholarship 
Daniel  Norman,  London,  England 
Miriam  Ann  Kenner  Memorial  Scholarship 
Brenda  Patterson,  West  Chester,  Pennsylvania 
William  E.  Crofut  Family  Scholarship 
Kira  Slovacek,  Woodstock,  Vermont 
Leah  Jansizian  Memorial  Scholarship 

Seminar  for  Conductors 

Ronen  Borshevsky,  Tel  Aviv,  Israel 

Koussevitzky  Music  Foundation  Scholarship 
Filip  Bral,  Flanders,  Belgium 
Maurice  Abravanel  Scholarship 
Christopher  Franklin,  Pittsburgh,  Pennsylvania 
William  and  Mary  Greve  Foundation  Schobrship 
Stephane  Fromageot,  Paris,  France 

Evelyn  and  Phil  Spitalny  Conductor  Scholarship 
James  Kelleher,  England 

Patricia  Plum  Wylde  Scholarship 
Simon  Lipskar,  New  York,  New  York 

William  and  Mary  Greve  Foundation  Scholarship 
Yasuo  Shinozaki,  Kyoto,  Japan 

Charles  L Read  Foundation  Scholarship 
David  Tang,  New  York,  New  York 

Mr.  and  Mrs.  Vincent  J.  Lesunaitis  Schobrship 
Gordian  Teupke,  Bern,  Switzerland 

Hon.  and  Mrs.  Peter  H.B.  Frelinghuysen  Scholarship 


A Musical  Partnership 

The  Boston  Symphony  Orchestra  salutes  the  Baldwin  Piano 
Company,  which  has  provided  pianos  for  young  musicians  and 
professional  artists  at  Tanglewood  for  more  than  a half-century. 
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Center 


Boston  Symphony  Orchestra  1995-96 


BOSTON  SYMPHONY  ORCHESTRA 

Seiji  Ozawa,  Music  Director 

Music  Directorship  endowed  by  John  Moors  Cabot 


First  Violins 

Malcolm  Lowe 
Concertmaster 
Charles  Munch  chair, 
fully  funded  in  perpetuity 
Tamara  Smirnova 
Associate  Concertmaster 
Helen  Horner  McIntyre  chair, 
endowed  in  perpetuity  in  1976 

Assistant  Concertmaster 
Robert  L Beal,  and 
Enid  L and  Bruce  A Beal  chair, 
endowed  in  perpetuity  in  1980 
Laura  Park 
Assistant  Concertmaster 
Edward  and  Bertha  C Rose  chair 
Bo  Youp  Hwang 
John  and  Dorothy  Wilson  chair, 
fully  funded  in  perpetuity 
Lucia  Lin 

Forrest  Foster  Collier  chair 
Leo  Panasevich 
Carolyn  and  George  Rowland  chair 
Gottfned  Wilfinger 
Dorothy  Q.  and  David  B.  Arnold,  Jr., 
chair,  fully  funded  in  perpetuity 
Alfred  Schneider 
Muriel  C Kasdon 
and  Marjorie  C.  Pally  chair 
Raymond  Sird 
Ruth  and  Carl  Shapiro  chair, 
fully  funded  in  perpetuity 
rlkuko  Mizuno 

D avid  and  Ingrid  Kosowshy  chair 

Amnon  Levy 

Theodore  W and  Evelyn  Berenson 
Family  chair 

* Jerome  Rosen 

* Sheila  Fiekowsky 
’Jennie  Shames 
’Valeria  Vilker  Kuchment 
’Tatiana  Dimitriades 
*Si-Jing  Huang 

* Nicole  Monahan 

* Kelly  Ban- 

Second  Violins 

Marylou  Speaker  Churchill 
Principal 
Fahnestock  chair 


'Participating  in  a system  of  rotated 
seating 

tOn  sabbatical  leave 
§Substitutmg,  Tanglewood  1 996 


Vyacheslav  Uritsky 
Assistant  Principal 
Charlotte  and  Irving  W Rabb  chair, 
endowed  in  perpetuity  in  1977 
Ronald  Knudsen 
Edgar  and  Shirley  Grossman  chair 
Joseph  McGauley 
* Harvey  Seigel 
Ronan  Lefkowitz 
’Nancy  Bracken 
*Aza  Raykhtsaum 
’Bonnie  Bewick 
’James  Cooke 
’Victor  Romanul 
Bessie  Pappas  chair 
’Catherine  French 
§ Gerald  Elias 
§ Joseph  Conte 

Violas 

§Charles  Pikler 
Acting  Principal 
Charles  S Dana  chair, 
endowed  in  perpetuity  in  1970 
Hui  Liu 

Assistant  Principal 
Anne  Stoneman  chair, 
fully  funded  in  perpetuity 
Ronald  Wilkison 
Lois  and  Harlan  Anderson  chair 
Robert  Bames 
Burton  Fine 
Joseph  Pietropaolo 
Michael  Zaretsky 
Marc  Jeanneret 
’Mark  Ludwig 
’Rachel  Fagerburg 
’Edward  Gazouleas 
’Kazuko  Matsusaka 
§Christof  Huebner 

Cellos 
Jules  Eskin 
Principal 

Philip  R.  Allen  chair, 
endowed  in  perpetuity  in  1 969 
Martha  Babcock 
Assistant  Principal 
Vernon  and  Marion  Alden  chair, 
endowed  in  perpetuity  in  1977 
Sato  Knudsen 
Esther  S.  and  Joseph  M. 

Shapiro  chair 


Joel  Moerschel 
Sandra  and  David  Bakalar  chair 
Luis  Legula 

Robert  Bradford  Newman  chair, 
fully  funded  in  perpetuity 
Carol  Procter 

Lillian  and  Nathan  R Miller  chair 
’Ronald  Feldman 
Richard  C and  Ellen  E.  Paine  chair, 
fully  funded  in  perpetuity 
’Jerome  Patterson 
Charles  and  JoAnne  Dickinson  chair 
’Jonathan  Miller 
Rosemary  and  Donald  Hudson  chair 
*Owen  Young 
John  F Cogan.Jr.,  and 
Mary  Cornille  chair, 
fully  funded  in  perpetuity 

Basses 

Edwin  Barker 

Principal 

Harold  D.  Hodgkinson  chair, 
endowed  in  perpetuity  in  1974 
Lawrence  Wolfe 
Assistant  Principal 
Maria  Nistazos  Stata  chair, 
fully  funded  in  perpetuity 
Joseph  Heame 
Leith  Family  chair, 
fully  funded  in  perpetuity 
John  Salkowski 
Joseph  and  Jan  Brett  Hearne  chair 
’Robert  Olson 
’James  Orleans 
’Todd  Seeber 
’John  Stovall 
’Dennis  Roy 
§Henry  Peyrebrune 

Flutes 

Elizabeth  Ostling 
Acting  Principal 
Walter  Piston  chair, 
endowed  in  perpetuity  in  1970 
Fenwick  Smith 
Myra  and  Robert  Kraft  chair, 
endowed  in  perpetuity  in  1981 


Assistant  Principal 
Marian  Gray  Lewis  chair, 
fully  funded  in  perpetuity 


Piccolo 

Geralyn  Coticone 
Evelyn  and  C.  Charles  Marran 
chair,  endowed  in  perpetuity  in  1979 

Oboes 

Alfred  Genovese 

Principal 

Mildred  B-  Remis  chair, 
endowed  in  perpetuity  in  1975 
§Chikao  Inomata 
Keisuke  Wakao 
Assistant  Principal 
Elaine  and  Jerome  Rosenfeld  chair 

English  Horn 

Robert  Sheena 
Beranek  chair, 
fully  funded  in  perpetuity 

Clarinets 

William  R.  Hudgins 

Principal 

Ann  S.M.  Banks  chair, 
endowed  in  perpetuity  in  1977 
Scott  Andrews 
Thomas  Martin 
Associate  Principal  & E-flat  clarinet 

Bass  Clarinet 

Craig  Nordstrom 
Faria  and  Harvey  Chet 
Krentzman  chair, 
fully  funded  in  perpetuity 

Bassoons 
Richard  Svoboda 
Principal 

Edward  A.  Taft  chair, 
endowed  in  perpetuity  in  1974 
Roland  Small 
Richard  Ranti 
Associate  Principal 

Contrabassoon 

Gregg  Henegar 

Helen  Rand  Thayer  chair 

Homs 

Charles  Kavalovski 

Principal 

Helen  Sagoff  Slosherg  chair, 
endowed  in  perpetuity  in  1 974 


Richard  Sebring 
Associate  Principal 
Margaret  Andersen  Congleton  chair, 
fully  funded  in  perpetuity 
Daniel  Katzen 
Elizabeth  B.  Surer  chair 
Jay  Wadenpfuhl 
Richard  Mackey 
Jonathan  Menkis 

Trumpets 

Charles  Schlueter 

Principal 

Roger  Louis  Voisin  chair, 
endowed  in  perpetuity  in  1977 
Peter  Chapman 
Ford  H.  Cooper  chair 
Timothy  Morrison 
Associate  Principal 
Nina  L and  Eugene  B. 

Doggett  chair 

Thomas  Rolfs 

Trombones 

Ronald  Barron 

Principal 

J.P  and  Mary  B.  Barger  chair, 
fully  funded  in  perpetuity 
Norman  Bolter 

Bass  Trombone 

Douglas  Yeo 

Tuba 

Chester  Schmitz 

Margaret  and  William  C. 

Rousseau  chair, 
fully  funded  in  perpetuity 

Timpani 

Everett  Firth 
Sylvia  Shippen  Wells  chair, 
endowed  in  perpetuity  in  1 974 

Percussion 

Thomas  Gauger 
Peter  and  Anne  Brooke  chair, 
fully  funded  in  perpetuity 
Frank  Epstein 
Peter  Andrew  Lurie  chair 
J.  William  Hudgins 
Timothy  Genis 
Assistant  Timpanist 


Harps 

Ann  Hobson  Pilot 

Principal 

Willona  Henderson  Sinclair  chair 

Sarah  Schuster  Ericsson 

Librarians 

Marshall  Burlingame 

Principal 

Li  a and  William  Poorvu  chair 
William  Shisler 
Sandra  Pearson 

Assistant  Conductor 

Richard  Westerfield 

Anna  E.  Finnerty  chair 

Personnel  Managers 

Lynn  Larsen 
Bruce  M.  Creditor 

Stage  Manager 

Position  endowed  by 
Angelica  L.  Russell 
Peter  Riley  Pfitzinger 

Stage  Assistant 

Harold  Harris 


Boston  University  Tanglewood  Institute 


Bruce  MacCombie,  Dean,  Boston  University  School  for  the  Arts 
Phyllis  Hoffman,  Director  ad  interim,  Music  Division 
Leslie  Wu  Foley,  Managing  Director 


Young  Artists  Orchestra  and 
Chamber  Music  Program 
Violin 

Jennifer  Myung,  Concerlmaster, 

Methuen.  M A 

Paula  Levy,  Principal  2nd, 

Beverly  Hills,  CA 
Sarah  Asmar,  W Simsbury,  CT 
Mark  Berger,  Gibbon,  MN 
Anna  Brathwaite,  Parkville,  MD 
Hanah  Chung,  Weston,  MA 
Elise  Dalleska,  New  Brighton,  MN 
Virginia  Diaz,  Midland,  GA 
Nicholas  DiEugenio,  State  College.  PA 
Margaret  Dole,  Vineyard  Haven,  MA 
Angela  Early,  Ridgefield,  CT 
Daniel  Flanagan,  Hillsdale,  NJ 
Whitney  Frisch,  Portland,  OR 
Martina  Green,  Randolph,  MA 
Aron  Holzman,  Wellesley,  MA 
Frances  Hsieh,  Chapel  Hill,  NC 
Hanwei  Hsieh,  Lexington,  MA 
Ingnd  Huang,  Baltimore,  MD 
Marya  Kazmierski,  Lake  Oswego,  OR 
Clara  Kebabian,  Wayland,  MA 
Hoon-Jung  Kim,  Portland,  OR 
Lucas  Kudinar,  Jakarta,  Indonesia 
Nathan  Lanier,  Memphis,  TN 
Yuna  Lee,  Belmont,  MA 
Kathy  Lu,  Virginia  Beach,  VA 
Vanessa  Mark,  Milford.  CT 
Alissa  Newman,  Ft  Lauderdale,  FL 
Lillian  Pierce,  Fallbrook,  CA 
Morgan  Rabach,  Cheshire,  CT 
Lesley  Rabach,  ’Cheshire,  CT 
Derek  Smith,  Merrill,  WI 
Judy  Sperry,  Williamsville,  NY 
Meredith  Toomes,  Burke.  VA 
Jennie  Topilow,  Cleveland,  OH 
Patnck  Truxes,  Westbrook,  CT 

Viola 

Bnan  Kim,  Principal,  Glastonbury,  CT 
Nathan  Amngton,  Westport,  CT 
Sara  Beal,  Charleston,  WV 
Melissa  Hcndncks,  Clifton  Park,  NY 
Brendan  Hogan,  Fairfield,  CT 
Andrea  Holz,  Newton  Centre,  MA 
Courtney  Johnson,  Woburn,  MA 
Dana  Lawson,  Hyannisport,  MA 
Karoline  Schwartz,  Mt.  Kisco,  NY 

Violoncello 

Benjamin  Caplan,  Principal,  Brookline,  MA 
Laura  Bacon,  Weymouth  MA 
David  Blasher,  Eugene  OR 
Eliza  Jacques,  Wayland,  MA 
Guy  Johnston,  Harpenden,  U.K. 

Yumi  Kendall,  Silver  Spring,  MD 
Hanui  Kim,  Natick,  MA 
Pui  Kei  Lau,  Kowloon,  Hong  Kong 
Tae-Mi  Song,  Hamburg,  Germany 
Abigail  Spindel,  Newton,  MA 
Caitlin  Sullivan,  Shoreham,  NY 


Contrabass 

David  Deriso,  Principal,  Flushing,  NY 
Sean  Baker,  Son  Antonio,  TX 
Dan  Lehrich,  Princeton  Junction.  NJ 
Leman1  Lovett,  Mattapan,  MA 
Akil  Marshall.  Jamaica  Plain,  MA 
Nia  Washington,  Son  Antonio,  TX 
Matthew  Way.  Evanston,  IL 
Todd  Welsch,  Westport,  CT 

Flute 

Julie  May,  Principal.  Agoura  Hills,  CA 
Jonathan  Chang,  Holmdel,  NJ 
Lucy  Cho,  Los  Angeles,  CA 
Nicole  Esposito,  N Adams,  MA 

Piccolo 

Nicole  Esposito 

Oboe 

Geoffrey  Decmer,  Principal, 

Yarmouthport,  MA 
Michael  Clardy,  Son  Antonio,  TX 
Ariana  Ghez,  New  York,  NY 

English  Horn 

Megan  Hintz,  Randolph,  NJ 

Clarinet 

Alexander  Stancil,  Principal,  Grayling,  Ml 
You  Jung  Byon,  New  York,  NY 
Noble  Hansen,  Longmeadow,  MA 

Bass  Clarinet 

Laura  Close,  Fairfax,  VA 

Bassoon 

Carin  Miller,  Principal,  Jackson  Hts  NY 
Matthew  Giannini,  Woodbridge,  VA 
Laura  Hollander,  Wall,  NJ 

Contrabassoon 

Edward  Howey,  Sudbury,  MA 

Horn 

JillJaques,  Principal,  Virginia  Beach.  VA 
Nancy  Cahall*  *,  Georgetown,  OH 
Laura  Danek,  Richfield,  MN 
Oliver  de  Clercq,  Naples,  FL 
Michael  DePaula,  West  Pans,  ME 
Kelly  Schurr,  Annandale,  VA 
Louis  Schwadron,  Los  Angeles,  CA 

Trumpet 

David  Dash,  Principal,  Lincroft,  NJ 
Joshua  Goldstein,  Santa  Monica,  CA 
Chnstopher  Jones,  Monroe,  NY 
Matthew  Steinfeld,  Brooklyn,  NY 

Trombone 

Gregory  Neway,  Pnncipal,  Rockville 
Centre,  NY 

Julia  Cowden,  Trumansburg,  NY 
William  Lombardelli,  E.  Brookfield.  MA 

Tuba 

David  Liquon,  Kings  Park,  NY 

Timpani 

Benjamin  Fox,  Foster,  R1 


Percussion 

Daniel  Bauch,  Boxborough,  MA 
Stephen  l.ynerd,  Bowie.  MD 
Eric  Poland,  Westford,  MA 
Samuel  Solomon,  Sharon,  MA 

Harp 

Carolyn  StrashunL  Scarsdale,  NY 

Young  Artists  Vocal  Program 
Soprano 

Kimberly  Barrcll,  W Boxford,  MA 
Natalie  Barsoum,  McLean,  VA 
Kimberly  Bennett,  Cambridge,  MD 
Alyson  Cambndgc,  Arlington,  VA 
Manbeth  Digglc,  Norfolk,  VA 
Sarah  Dmsmore,  Qumty,  MA 
Chinwe  Enu,  Exeter,  NH 
Lauren  Furman,  Calabasas,  CA 
Alexis  Freedberg*,  Boxford,  MA 
Jessamyn  Gangi,  Millis,  MA 
Carly  Gladstone-Strobel,  Johnson,  VT 
Reyna  Gordon,  Norwalk.  CT 
Lilah  Gosman,  Natick,  MA 
Julia  Gray.  Danen,  CT 
Erica  Gryniuk.  So.  Easton,  MA 
Catherine  Hogan,  Westfield,  NJ 
Katie  Jillson,  Sabattus,  ME 
Mary  Lutz,  McLean,  VA 
Tara  Madison,  Austin,  TX 
Melissa  Manni,  Manchester,  NH 
Jennifer  Parker-Sparks,  Olympia,  WA 
Autumn  Pinciaro,  Housatonic,  MA 
Rebecca  Pohotsky,  Beverly,  MA 
Ashima  Scripp,  Newton,  MA 
Melissa  Shippen,  Clarksville,  TN 
Meredith  Shottes,  Colorado  Spnngs.  CO 
Ana  Sloss,  Auburndale,  MA 
Arsenia  Soto,  New  Fairfield,  CT 
Sarah  Stankiewicz,  Lewisburg,  PA 
Enka  Swanson.  Fresno,  CA 
Lauren  Vogel,  Oceanside,  NY 
Kathenne  White,  Sylvania,  OH 

Mezzo-soprano 

Amanda  Ceci,  South  Salem,  NY 
Seung-Jin  Chung.  Natick,  MA 
Rebecca  Comerford,  Kennebunk,  ME 
Alison  Derbes,  New  Orleans,  LA 
Eileen  Donnelly,  Lakeville,  CT 
Suzanne  Dressier,  Norwalk,  CT 
Kathenne  Fisher,  Wayne,  PA 
Kelsey  Gollop,  Weston,  MA 
Elizabeth  Intza,  Woolwich,  ME 
Suzanne  Lommler,  M illinocket,  ME 
Susan  Myhr,  Great  Falls,  MT 
Amber  Naramore,  Sheffield,  MA 
Elizabeth  Orem,  Poway,  CA 
Kathenne  Proctor,  Lakeville,  CT 
Anna  Raykhtsaum,  Brookline,  MA 
Laurie  Rubin,  Encino,  CA 
Susannah  Tillson,  Bethesda,  MD 
Lauren  Trees.  Hamilton,  MA 
Jami  Tyzik,  Rochester,  NY 


Tenor 

Antonio  Abate.  New  York,  NY 
Michael  Batsford,  Smithfield,  R1 
Elijah  Berlin,  Tucson,  A2 
Sean  Breen,  S.  Lancaster,  M A 
Michael  Di  Giacinto+,  M anorville,  NY 
Eric  Dudley +,  Simsbury,  CT 
Constantine  Germanacos,  Athens, 
Greece 

Christopher  Hossfeld+,  Concord,  M A 
Tyree  Marcus,  New  York,  NY 
Timothy  Oliver,  Norfolk,  VA 
Jonathan  Taylor,  Durham,  NC 
Andrew  Whitfield,  Cambridge,  MA 
Avid  Williams,  New  York,  NY 
Julius  Williams,  New  York,  NY 

Bass 

Matt  Bamson  + , Sandy,  UT 
Peter  Barrett,  Newfoundland,  Canada 
Solomon  Bien,  Kentfield,  CA 
Daniel  Billings,  New  York,  NY 
Benjamin  C.  Bloomfield,  Bow,  NH 
John  Crocker*,  Hawthorne,  FL 
Matthew  Deming,  Grand  Blanc,  MI 
Benjamin  Desalm  + , Cologne,  Germany 
Angel  di  Armendi  + , Beverly,  MA 
Timothy  Donza,  Greenwich,  CT 
Ambjom  Elder,  Carlisle,  MA 
Carl  Erdly,  Turbotville,  PA 
Rodney  Jackson,  Medford,  NY 
Andrew  Kwan,  Exeter,  NH 
Michael  Lanzano,  Bnarcliff  Manor,  NY 
Chad  Leahy,  S.  Hadley,  MA 
Ken  Masur+,  Hamson,  NY 
Edward  Newton,  N.  Brunswick,  NJ 
Rasaan  Ogilvie,  Bronx,  NY 
Jason  Rocco,  Commack,  NY 
Walter  Siegel,  Cologne,  Germany 
Johann  Wiesenthal*.  Bielefeld,  Germany 
Brenton  Wilder,  Bridgewater,  MA 
Jordan  Zed*,  Saint  John,  N.B.,  Canada 

Atlantic  Brass  Seminar 
Trumpet 

Christopher  Abbe,  N.  Memck,  NY 
Mindy  Cabral,  Thousand  Oaks,  CA 
Richard  Candelaria,  Artesia,  CA 
Andrew  Glick,  Hanover,  NH 
Noah  Johanms,  Riverside,  Rl 
Adam  Luftman,  Longmeadow,  MA 


Victor  Nash,  Ashland,  OR 
Rebecca  Robinson.  Takoma  Park,  MD 
Jenny  Ruzow,  Clifton  Park,  NY 
Robert  Singer,  Cleveland,  OH 
James  Soland,  Exeter,  NH 
Jeffery  Thomson,  E.  Greenwich,  RI 
Kevin  Tracy,  San  Diego,  CA 
Yoshinori  Tsumura,  Chiba-Perf,  Japan 
Horn 

Lauren  Horoschak,  Furlong,  PA 
Margaret  Hudson,  Hoover,  AL 
Jennifer  Hudson,  Hoover,  AL 
Joshua  May,  Agoura  Hills,  CA 
Nathan  Mitchell,  Phoenix,  AZ 
Robert  Morvillo.  Rockville  Ctr.  NY 
Anneka  Zuehike,  Vienna,  VA 

Trombone 

Daniel  Block,  Westport,  CT 
Kriss  Fridenvalds,  Gardners,  PA 
Martha  Kelly.  Halifax,  Canada 
Helgi  Jonsson,  Seltjamames,  Iceland 
Chris  Nichols,  Long  Beach,  CA 
Sarah  Pnvler,  Sterling,  VA 
Tim  Smith,  Ashland,  OR 

Bass  Trombone 

Stephen  Cooley,  Lexington,  MA 

Tuba 

Glen  Dimick,  Cedarburg,  Wl 
Charles  Giannelli,  Philadelphia,  PA 
Nina  Guidetti,  Plymouth,  MA 
Adam  Porter,  Plymouth,  MA 
Johanna  Schmidtke,  Mesa,  AZ 
Justin  Slater,  S.  Cairo,  NY 


+ = Young  Artists  Composition  Program 
* = Young  Artists  Piano  Program 
l~=  Harp  Seminar  **=  BUT1  Staff 

Tanglewood  Institute 
Staff 

Leslie  Wu  Foley,  Managing  Director 
Knstina  Faust,  Dir.  of  Scheduling, 

Sr.  Staff  Asst. 

Amy  Brogna,  Staff  Assistant 
Sharon  S.  Lu,  Office  Intern 
Amy  Dombach,  Asst.,  Adult  Music 
Seminar 

Lou  Mikolajek,  Dir.  of  Operations, 

West  St.  Campus 


Ann  Mickle,  Manager  of  Operations, 
West  St.  Campus 

YAO  Faculty 

Robert  Merfeld,  Director,  Chamber 
Music  Program 

Kostis  Protopapas,  Orchestra  Manager 

YAO  Staff 

Michael  Cormier,  Asst.  Orchestra 
Manager 

Nancy  Cahall,  Librarian 
Julie  Giattina,  Asst.  Chamber  Music 
Coordinator 
YAVP  Faculty 
Phyllis  Hoffman,  Director 
Ann  Howard  Jones,  Conductor, 

Young  Artists  Chorus 

YAVP  Staff 

Stephen  Bomgardner 
Erik  Chalfant 
Stephanie  Davis 
Jeanne  LaForgia 
Elizabeth  Mondragon 
Linda  Osbom-Blaschke 
Gregg  Punswick 
Amy  Schneider 
Shinobu  Takagi 

YAPP  Faculty 

Mana  Clodes  Jaguaribe,  Director 
Claude  LaBelle,  Assistant  Director 

YACP  Faculty 

Richard  Cornell,  Director 
Alex  Freeman,  Assistant 

Harp  Seminar  Faculty 

Lucile  Lawrence,  Director 

Atlantic  Brass  Quintet 

Joseph  Foley,  trumpet 
Jeffrey  Luke,  trumpet 
Seth  Orgel,  horn 
John  Faieta,  trombone 
John  Manning,  tuba 

Stage  Management 

Keith  Elder,  Manager 
Stephen  Chapdelaine 
Kelly  O’ Callahan 


This  roster  includes  BUTI  students  and  faculty  represented  in  Tanglewood  on  Parade  1996. 


The  Boston  University  Tanglewood  Institute 

1996  marks  the  31st  season  of  the  Boston  University  Tanglewood  Institute.  Since  1966,  the 
Boston  University  Tanglewood  Institute  has  been  a summer  program  of  Boston  University  and  the 
Tanglewood  Music  Center.  The  Institute  includes  Young  Artists  Programs  for  students  ages  15  to 
18  (Instrumental,  Vocal,  Piano,  and  Composition),  Institute  Seminars  for  students  ages  15  and 
older  (Flute,  Harp,  Atlantic  Brass),  Institute  Workshops  (Clarinet,  Oboe,  Bassoon,  Saxophone, 
Double  Bass,  Percussion,  Trombone,  String  Quartet,  and  Introduction  to  Jazz  Improvisation)  and 
the  Adult  Music  Seminar.  The  Institute  also  offers  programs  for  talented  visual  artists  of  high 
school  and  college  age.  Many  of  the  Institutes  students  receive  financial  assistance  from  funds 
contributed  by  individuals,  foundations,  and  corporations  to  the  Boston  University  Tanglewood 
Institute  Scholarship  Fund.  If  you  would  like  further  information  about  the  Boston  University 
Tanglewood  Institute,  please  stop  by  our  office  on  the  Leonard  Bernstein  Campus  on  the  Tangle- 
wood grounds,  or  call  (413)  637-1430. 


Additional  Acknowledgments 


The  Tanglewood  Music  Center  acknowledges  with  gratitude  the  following  gifts  to 
underwrite  faculty  positions  in  1996: 

Dr.  and  Mrs.  Edward  L.  Bowles  Chair — Fenwick  Smith,  flute 

Richard  Burgin  Chair — Eugene  Lehner,  viola 

Charles  E.  Culpeper  Foundation  Chair — Gilbert  Kalish, 

Chairman  of  the  Faculty 

Sanford  N.  Fisher  Artist-in-Residence — Phyllis  Curtin 
Renee  Longy  Chair,  a gift  of  Jane  and  John  Goodwin — Dennis  Helmrich, 
vocal  music  coach 

Marian  Douglas  Martin  Chair,  endowed  by  Manlyn  Brachman  Hoffman — 
Peter  Serkin,  piano 

Beatrice  Sterling  Procter  Chair — Norman  Fischer,  cello 

Sana  H.  Sabbagh  and  Hasib  J.  Sabbagh  Chair — Gustav  Meier,  conductor 

Surdna  Foundation  Chair — Edwin  Barker,  double  bass 

The  following  endowed  funds  provide  extraordinary  support  for  the  teaching  activities 
of  the  Tanglewood  Music  Center: 

Louis  Krasner  Fund,  established  by  Marilyn  Brachman  Hoflman 
Eleanor  Naylor  Dana  Visiting  Artist  Fund 
Paul  Jacobs  Memorial  Commissioning  Fund 

The  following  endowed  fund  provides  underwriting  for  the  first  TMC  concert  of 
the  season: 

The  Phyllis  and  Lee  Coffey  Foundation 

The  Tanglewood  Music  Center  also  acknowledges  with  gratitude 

• the  generosity  of  the  Bose  Corporation,  which  has  provided  loudspeaker 
systems  for  performances  in  Seiji  Ozawa  Hall  throughout  the  1996 
Tanglewood  season 

• TDK  Electronics  Corporation,  for  the  donation  of  audio  cassettes 
for  use  in  recording 

The  Tanglewood  Music  Center  is  supported  by  a generous  grant  from 
The  Helen  F.  Whitaker  Fund. 

The  Tanglewood  Music  Center  is  also  supported  in  part  through  a grant  from 
the  National  Endowment  for  the  Arts. 

Cover  design  by  Jeanne  Massimiano 
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FILENE’S  INTRODUCES 
DOLCE  VITA, 

THE  SPIRIT  OF  HAPPINESS 


ior 

Dolce  Vita 


Filene's,  a sponsor  of 
Tanglewood  on  Parade, 
and  Christian  Dior  salute  the  BSO 
and  the  Tanglewood  Music  Center 

CELEBRATE  THE  GOOD  LIFE... 
Present  this  program  at  any 
Filene's  Christian  Dior  counter 
and  receive  a complimentary 
aeluxe  miniature  of  Dolce  Vita 
% as  our  gift  to  you. 

dlper  customer,  while  supplies  last. 

®Eau  de  Toilette  Pour, 

A 1.7-oz..  $45 
^Eiau  de  Toilette  Spray. 
X 1.7-OZ..  $48 
_®hie  collection,  $45-$200 
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Bernard  Rands 


The  complete  works  of  Bernard  Rands  are  published  by: 

HELICON  MUSIC  CORPORATION 


Sole  agent:  European  American  Music  Distributors  Corporation 

P.O.  Box  850  / Valley  Forge,  PA  19482  / (610)  648-0506  / eamdc@eamdc.com 

Worldwide : Schott  Musik  International,  Mainz  / Universal  Edition  Vienna 

Alfred  A.  Kalmus  (Universal  Edition)  London,  Ltd  / Schott  Japan  Company  Ltd,  Tokyo 

Photo:  Jean  Brubaker 


1996  FESTIVAL  OF  CONTEMPORARY  MUSIC 

Reinbert  De  Leeuw,  Festival  Director 

sponsored  by  the 

TANGLEWOOD  MUSIC  CENTER 

Leon  Fleisher,  Artistic  Director 

Gilbert  Kalish,  Chairman  of  the  Faculty 

Bernard  Rands,  Composer-in-Residence 

Stefan  Asbury,  Staff  Conductor  for  Contemporary  Music 

Richard  Ortner,  Administrator 
Barbara  Logue,  Assistant  to  Richard  Ortner 
James  E.  Whitaker,  Chief  Coordinator 
Carol  Woodworth,  Secretary  to  the  Faculty 
Harry  Shapiro,  Orchestra  Manager 


Works  presented  at  this  year's  Festival  were  prepared  under 
the  guidance  of  the  following  Tanglewood  Music  Center  Faculty 


Stefan  Asbury 
Norman  Fischer 
Margo  Garrett 
Kenneth  Griffiths 
Dennis  Helmrich 


Kayo  Iwama 
Gilbert  Kalish 
Reinbert  De  Leeuw 
Karl  Paulnack 


William  Purvis 
Joel  Smirnoff 
Alan  Smith 
Robert  Spano 


1996  Visiting  Composer/Teachers 


William  Bolcom 
Oliver  Knussen 
Theo  Loevendie 


Colin  Matthews 
George  Perle 
Richard  Wernick 


The  1996  Festival  of  Contemporary  Music  is  supported  by  a gift 
from  Dr.  Raymond  and  Hannah  H.  Schneider. 


The  Tanglewood  Music  Center 
is  maintained  for  advanced  study  in  music 
and  sponsored  by  the 
Boston  Symphony  Orchestra. 

Seiji  Ozawa,  Music  Director 
Kenneth  Haas,  Managing  Director 
Daniel  R.  Gustin,  Manager  of  Tanglewood 


1996  Festival  of  Contemporary  Music 


■ Maybe  it  is  a healthy  sign,  as  Oliver 
Knussen  noted  some  years  ago,  that  it 
becomes  more  and  more  difficult  every  year 
to  write  an  introduction  for  a festival  that  is 
supposed  to  reflect  the  multi-faceted  charac- 
ter of  contemporary  music.  Cone  are  the 
days  of  a conveniently  arranged  existence  of 
avant-garde  and  arriere-garde,  progressive 
and  regressive  music,  the  times  of  attractive 
simplicity  in  which  the  actuality  of  each  new 
piece  could  be  measured  according  to  the 
favored  currents  and  fashions  of  the  day 
(serialism,  aleatoricism,  early  minimalism, 
etc.). 

Looking  back  at  some  distance  from  the 
golden  years  of  musical  innovation,  much  of 
the  musical  production  that  was  so  typical  for 
the  1950s  and  '60s  sounds  now  rather  obso- 
lete, and  quite  a lot  of  other  music,  not  so 
much  observed  at  the  time,  seems  now  to  be 
distinctively  more  contemporary.  What  still 
stands  out  from  that  period  are  the  truly  inde- 
pendent voices  of  some  of  the  great  inventors 
creating  new  musical  horizons.  Some  of  these 
works,  which  can  be  considered  almost  clas- 
sics of  contemporary  music,  are  part  of  this 
year's  Festival  of  Contemporary  Music  at 
Tanglewood. 

Messiaen's  Chronochromie  belongs  in 
every  respect  to  this  category,  representing  his 
first  orchestral  work  hardly  more  than  ten 
years  after  his  colossal  Turangalila-sym- 
phonie.  It  is  fascinating  to  see  how  Messiaen 
developed  his  music  language  based  on  his 
elaborate  theories  of  timbre  and  meter  (or,  as 
the  title  explains,  "Color  of  Time")  dominated 
by  an  enormous  variety  of  bird-song.  Who 
else  could  write  the  extraordinary  counter- 
point of  eighteen  different  birds  played  by 
eighteen  different  string  soloists?  As  no  other 
piece,  Chronochromie  summarizes  the  daz- 
zling brilliance  of  Messiaen's  middle  period. 

The  three  works  of  Ligeti  in  this  Festival  are 
milestones  in  the  career  of  that  truly  indepen- 
dent composer.  Ligeti's  Lontano  brings  his  fas- 
cination with  micro-polyphony — creating  in 
the  music  an  infinite  perspective  of  distance 
("lontano"  is  the  Italian  for  "distant,  far  off") — 
to  a culmination.  Clearly  this  work  from  1 967 
represents  his  final  statement  in  this  area  and 
forced  him  to  go  in  a new  direction.  The  Horn 
Trio,  from  1982 — one  of  the  really  great 
chamber  music  pieces  of  recent  times — is  a 
work  of  transition  looking  both  back  and  for- 
ward. Written  as  a companion  piece  to  the 
Brahms  horn  trio,  and  composed  for  the  1 983 


celebration  of  the  150th  anniversary  of 
Brahms's  birth,  it  reflects  the  past  and  at  the 
same  time  a growing  interest  in  complex  met- 
rical devices  inspired  by  African  pulsation  and 
above  all  by  the  music  for  pianola  of  Conlon 
Nancarrow.  In  the  Concerto  for  Piano  and 
Orchestra  (1988),  these  features  are  devel- 
oped into  a highly  virtuoso  style  which  is  one 
of  the  main  characteristics  of  Ligeti's  late  style. 

Stockhausen's  Mantra  (1970)  represents  a 
turning  point  in  the  development  of  this  com- 
poser who  was  so  much  at  the  center  of  music 
in  the  1950s.  This  seventy-minute  piece  for 
two  pianos  and  electronics  is  the  first  by 
Stockhausen  in  which  every  element  is 
derived  from  one  formula  (German  “Formel"), 
in  this  case  a melody  of  thirteen  tones  (the 
"mantra").  This  technique,  which  became  the 
basis  of  Stockhausen's  work  from  that  time,  is 
enriched  in  Mantra  by  theatrical  effects  in- 
spired by  Japanese  Noh  theater  and  the  fur- 
ther dimension  added  by  the  electronic 
manipulation  of  the  sound  of  the  pianos. 

An  important  feature  of  the  1 996  Festival  is 
the  presence  of  Bernard  Rands  as  composer- 
in-residence.  His  lyric  eloquence  and  great 
skill  in  handling  colors  and  orchestral  tim- 
bres— revealing  an  almost  "Italian"  back- 
ground in  his  music — have  brought  him  wide 
acclaim  for  many  years.  In  his  recent 
Symphony,  these  characteristics  are  captured 
in  a distinctive  structure  of  symphonic 
grandeur.  It  will  be  a fascinating  experience  to 
hear  the  second  part  of  the  Symphony  in  its 
original  form  as  the  chamber  music  piece 
"...in  the  receding  mist..." 

Two  works  by  Toru  Takemitsu,  whose  death 
earlier  this  year  meant  a great  loss  to  the  musi- 
cal world,  bear  witness  to  his  unique  achieve- 
ment of  melding  different  musical  cultures. 
Deeply  rooted  in  traditional  Japanese  music — 
as  one  was  able  to  hear  earlier  this  summer  in 
a performance  of  his  Shuteiga  for  traditional 
gagaku  ensemble — Takemitsu  nonetheless 
incorporated  into  his  musical  universe  an 
essentially  western  aesthetic,  basically 
French-oriented,  as  one  can  hear  in  Quatrain 
II  and  Archipelago  S. 

Perhaps,  as  in  the  case  of  Takemitsu,  one  of 
the  more  striking  developments  in  music  of 
recent  decades  is  the  penetration  of  cultural 
concepts  from  sometimes  very  divergent 
backgrounds  into  the  musical  language  of  so 
many  different  composers.  In  his  continuous 
quest  for  another  world,  Claude  Vivier  trav- 
eled widely  and  found  his  inspiration  primar- 


ily  through  confrontation  with  other  cultures 
("Zipangu"  being  the  name  given  to  )apan 
(luring  the  time  of  Marco  Polo). 

Traveling  in  Africa  and  studying  the  pat- 
terns of  African  percussion  music  influenced 
Steve  Reich  more  than  any  Western  music. 
Tehillim  represents  a startling  turning  point  in 
Reich's  development,  turning  away  from  the 
radical  early  minimalist  phasing  technique  to 
much  more  formal  structures.  In  the  case  of 
Tehillim  the  setting  of  texts  (parts  of  the  Psalms 
in  the  original  Biblical  Hebrew)  clearly  was  a 
decisive  factor  for  the  composer  in  clarifying 
larger  architectural  forms. 

The  Six  Turkish  Folkpoems  of  Theo 
Loevendie — one  of  the  leading  Dutch  com- 
posers— is  another  example  of  a work 
inspired  by  a deep,  longtime  association  with 
another  culture,  in  this  case  with  both  the 
Turkish  language  and  Turkish  music.  These 
Folkpoems  will  be  part  of  a concert  devoted 
to  various  kinds  of  folklore  and  folk  song, 
from  Berio's  sophisticated  settings  of  folk 
songs  (some  of  them  purely  invented)  to  the 
Jewish-inspired  Yiddish  Ruakh  of  Osvaldo 
Golijov  and  the  highly  original  "imaginary 
folklore"  of  Steven  Mackey's  Indigenous 
Instruments.  In  the  context  of  the  idea  of  this 
program,  two  compositions  of  the  '20s  are 
included:  Szymanowski's  exquisite  evocation 
of  medieval  Poland,  Slopiewnie,  and  Jana- 
cek's  sparkling  settings  of  nursery  rhymes  as 
an  ever-inspiring  example  of  a composer 
growing  older  while  his  music  becomes 
increasingly  younger. 

Reflecting  the  enormous  variety  in  contem- 
porary composing,  the  1996  Festival  of 
Contemporary  Music  also  includes  works  of 
some  "big  names"  of  the  older  generation — 


Carter  (represented  by  a work  composed  with 
undiminished  vitality  during  his  late  eighties), 
Babbitt,  and  Kurtag — together  with  works  of 
the  enigmatic  Galina  Ustvolskaya,  whose 
early  Trio  from  1 949  impressed  Shostakovich 
so  much  that  he  quoted  a theme  from  it  in 
several  of  his  own  pieces,  and  Orchestrion- 
straat,  the  latest  work  of  Mauricio  Kagel,  an 
Argentinian  composer  living  in  Germany,  and 
who  dedicated  this  piece  to  the  Dutch  street 
musician  ("straat"  being  Dutch  for  "street"). 

Recent  works  of  independent  voices  on  the 
American  scene,  like  Ralph  Shapey  and 
Richard  Wernick,  and  of  young  talents  from 
England  like  George  Benjamin  and  Julian 
Anderson,  complete  this  year's  picture  to- 
gether with  three  new  commissioned  works, 
by  Benedict  Mason,  Kenneth  Hesketh,  and 
Carlos  Sanchez-Gutierrez.  The  first  two  of 
these  new  works  were  commissioned  jointly 
by  the  Tanglewood  Music  Center  and  the 
Fromm  Music  Foundation,  the  third  by  the 
Tanglewood  Music  Center  through  the  Paul 
Jacobs  Memorial  Fund. 

It  would  take  a very  long  list  to  thank  all  the 
members  of  the  Tanglewood  Music  Center 
staff  and  faculty  who  have  been  so  intensive- 
ly involved  in  playing,  conducting,  coaching, 
organizing,  supporting,  and  problem-solving 
— in  short,  in  everything  that  is  needed  to 
make  the  Festival  of  Contemporary  Music 
possible.  With  a special  word  of  acknowl- 
edgement to  Stefan  Asbury  for  his  indispens- 
able contribution  to  this  year's  Festival,  I 
would  like  also  to  express  my  gratitude  to 
them  all. 

Reinbert  De  Leeuw 
Festival  Director 


Original  cover  design  by  Matthew  John  Lane 

The  Tanglewood  Music  Center  acknowledges  with  gratitude 

• the  generosity  of  Bose  Corporation,  which  has  provided  loudspeaker  systems 
for  performances  in  Seiji  Ozawa  Hall  during  the  1996  Tanglewood  season 

• TDK  Electronics  Corporation,  for  the  donation  of  audio  cassettes  for  use  in 
recording 

• a grant  from  The  Velmans  Foundation,  which  helps  to  underwrite  the  residency 
of  Reinbert  De  Leeuw 

• a gift  from  The  Aaron  Copland  Fund  for  Music,  which  assists  in  the  presenta- 
tion of  works  by  American  composers 

• the  Baldwin  Piano  Company,  which  has  provided  pianos  for  young  musicians 
and  professional  artists  at  Tanglewood  for  more  than  a half-century 

The  Tanglewood  Music  Center  is  also  supported  in  part  through  a grant  from  the 
National  Endowment  for  the  Arts. 


new  music  for 

CLAIRE  ROSENGARTEN,  executive  director 
in  association  with  MANHATTAN  SCHOOL  OF  MUSIC 

20th  Anniversary 
Composers'  Competition 

"...how  much  this  organization  has  accomplished  and  contributed  to 
the  musical  life  of  our  country'!. ..Congratulations  to  you  and  your 
organization  for  holding  to  your  standards  valiantly. " 

Otto  Luening  (1988) 

New  Music  for  Young  Ensembles,  Inc.  is  sponsoring  this  competition  to  expand 
the  chamber  music  literature  of  median  difficulty  and  to  increase  the  audience  for 
contemporary  music. 

We  are  seeking  a chamber  work  for  three  to  six  strings  (with  or  without  piano),  not 
to  exceed  ten  minutes  in  length.  Compositions  should  be  of  median  difficulty. 

Judges  reserve  the  right  to  eliminate  works  too  complex  or  virtuosic. 

Entry  Fee:  $15  (please  enclosed  self-addressed,  stamped 
envelope  for  return  of  score) 

Prize:  New  York  premiere  performance 

$1,000  Josef  Alexander  Prize 


ft 


o 

♦ 

Funding  in  pari  for  this  project  is  provided  by: 

Pfizer  International.  Picred  Foundation.Sony  Corporation  of  America. 

Broacast  Music  Incorporated.  The  Josef  Alexander  Family,  Manhattan  School  of  Music 
and  private  donors. 


All  entries  must  be  received  by  December  31,  1996  ( please  submit 
scores  after  November  1). 

For  competition  rules  and  information,  write: 

New  Music  for  Young  Ensembles,  Inc. 
do  Claire  Rosengarten 
246  West  End  Avenue 
New  York,  NY  10023 


1996  Festival  of  Contemporary  Music 

Thursday,  August  8,  at  8:30  p.m. 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

The  Fromm  Concert  at  Tanglewood 

JOEL  SMIRNOFF,  violin  JOHN  TIGHE,  percussion 
JOEL  KROSNICK,  cello  GILBERT  KALISH,  piano 
WILLIAM  PURVIS,  horn 


RICHARD  WERNICK 
(b.  1 934) 


MILTON  BABBITT 
(b.  1 9 1 6) 

RALPH  SHAPEY 
(b.1 921 ) 


Trio  for  Violin,  Cello,  and  Piano  (1996) 


I.  Mazurka 

II.  Passamezzo 

III.  Tarantella 

Around  the  Horn  (1993) 


Evocation  #IV  for  Violin,  Cello,  Piano, 
and  Percussion  (1994) 

I.  Maestoso.  Prologues,  Duets,  Soli 

II.  Dolce.  Prologues,  Trios 

III.  Scherzo-Rondo 


INTERMISSION 


ELLIOTT  CARTER  Figment  for  cello  alone  (1994) 

(b.1 908) 

Trio  for  Violin,  Horn,  and  Piano  (1982) 

I.  Andantino  con  tenerezza 

II.  Vivacissimo  molto  ritmico 

III.  Alla  Marcia 

IV.  Lamento.  Adagio 

Baldwin  piano 


GYORGY  LIGETI 
(b.1 923) 


The  Fromm  Music  Foundation  at  Harvard  University,  founded  by  the  unique  patron  and  great 
Maecenas  of  contemporary  music,  the  late  Paul  Fromm,  is  now  forty-three  years  of  age  and  has 
been  located  at  Harvard  University  for  more  than  twenty  years.  Since  the  1950s,  the  Fromm 
Foundation  has  commissioned  nearly  250  new  compositions  and  their  performances,  and  has 
sponsored  hundreds  of  new  music  concerts  and  concert  series,  among  them  Tanglewood's  Festival 
of  Contemporary  Music,  the  annual  "Fromm  Week"  at  Aspen,  and  the  Fromm  Concert  Series  at 
Harvard  University,  to  name  only  a few.  In  1992-93  the  Paul  Fromm  Composer-in-Residence  pro- 
gram at  the  American  Academy  in  Rome  was  founded,  a cooperation  with  other  foundations  was 
inaugurated  to  institute  a series  of  new  music  concerts  in  major  American  cities,  and  the  annual 
Fromm  Concert  and  Paul  Fromm  Award  for  Composition  at  Tanglewood  were  established. 


The  Tanglewood  Music  Center  is  grateful  to  the  Fromm  Music  Foundation  for  its  continuing 
support  of  the  Festival  of  Contemporary  Music. 


Boosey  & Hawkes  remembers 

Jacob  Druckman 


(1928-1996) 


"He  was  best  known  for  his  vividly  scored  and  viscerally  dramatic 
orchestral  works. ...a  skillful  exponent  of  electronic  music... 
incorporating  elements  of  theater  into  his  concert  works,  including 
narrative  and  ritualistic  scenarios." 

Anthony  Tommasini,  The  New  York  Times 

"Jacob  Druckman  became  the  most  important  proclaimer  of  a new 
romanticism,  and  practiced  what  he  proclaimed....[His]  conjured-up 
images,  the  sensitive  treatment  of  the  singing  voice,  the  swirling  lights 
and  shadows  in  the  orchestral  pieces — they  added  up  to  a fresher  (and 
yes,  newer)  romanticism..." 

Leighton  Kerner,  The  Village  Voice 

BOOSEY  (V^HAWKES 

24  East  21st  St.,  New  York,  NY  10010 
tel.:  212/228-3300  fax:  212/473-5730 


1996  Festival  of  Contemporary  Music 

Saturday,  August  10,  at  2 p.m. 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

FELLOWS  OL  THE  TANGLEWOOD  MUSIC  CENTER 


JULIAN  ANDERSON 
(b.  1 967) 

Khorovod  (1989-94) 
STEFAN  ASBURY,  conductor 

KENNETH  HESKETH 

(b.  1 968) 

'Cyrus'  from  Theatrum  (1996) 

(world  premiere,  1996  Paul  Fromm  Award; 
commissioned  jointly  by  the  Tanglewood 
Music  Center  and  the  Fromm  Music  Foundation) 

STEFAN  ASBURY,  conductor 

BENEDICT  MASON 
(b.  1 954) 

Steep  Ascent  in  a non-European 
Concert  Hall  (1996) 

(world  premiere,  1995  Paul  Fromm  Award) 

INTERMISSION 

STEVE  REICH 

(b.1 936) 

Tehillim  (1 981 ) 

Part  1:  Fast 
Part  II:  Fast 
Part  III:  Slow 
Part  IV:  Fast 

EMILY  BENSON,  soprano 
KATHRYN  BROWN,  soprano 
IENNIFER  COBB,  soprano 
MICHAEL  MANIACI,  countertenor 
REINBERT  DE  LEEUW,  conductor 

INTERMISSION 

EDCARD  VARESE 
(1883-1965) 

Offrandes  (1921) 

SARAH  PELLETIER,  soprano 
ROBERT  SPANO,  conductor 

TORU  TAKEMITSU 
(1930-1996) 

Archipelago  S (1993) 

(performed  in  memory  of  the  composer) 

ROBERT  SPANO,  conductor 

The  1996  Festival  of  Contemporary  Music  continues  tonight  at  8:30  p.m.  in  the  Kousse- 
vitzky  Music  Shed  with  the  Boston  Symphony  Orchestra's  performance  of  Leon  Kirchner's 
Music  for  Orchestra  II  under  the  direction  of  Dennis  Russell  Davies. 


Baldwin  piano 


1 996  Festival  of  Contemporary  Music 

Saturday,  August  10,  at  11  p.m. 

Florence  Could  Auditorium,  Seiji  Ozawa  Hall 

(Free  admission  with  ticket  to  the  Saturday-evening,  August  10,  Boston  Symphony 
Orchestra  concert ) 

ELLEN  CORVER  and  SEPP  GROTENHUIS,  guest  pianists 

KARLHEINZ  STOCKHAUSEN  Mantra  (1 970) 


(b.  1 928) 


JAN  PANIS,  sound  engineer 


Baldwin  piano 


1996  Festival  of  Contemporary  Music 

Sunday,  August  11,  at  10  a.m. 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 


FELLOWS  OF  THE  TANGLEWOOD  MUSIC  CENTER 


STEVEN  MACKEY 
(b.  1 956) 


Indigenous  Instruments  (1983) 


BETH  KIPPER,  violin 


LAWRENCE  STOMBERG,  cello 
HILARY  LYNCH,  flute,  alto  flute 
JEAN-PHILIPPE  VIVIER,  clarinet 
JEAN  SCHNEIDER,  piano 


THEO  LOEVENDIE 
(b.  1 930) 


Six  Turkish  Folkpoems  (1976) 

KIMBERLY  GRATLAND,  mezzo-soprano 
WILLIAM  PURVIS,  conductor 


Program  continues . . . 


Design  Team  for  Seiji  Ozawa  Hall: 

William  Rawn  Associates,  Architect 
Lawrence  Kirkegaard  & Associates,  Acousticians 
Theatre  Projects  Consultants,  Inc.,  Theatrical  Consultant 


LUCIANO  BERIO 

(b.  1 925) 

Folksongs  (1968) 

1 . Black  is  the  colour 

2.  1 wonder  as  1 wander 

3.  Loosin  Yelav 

4.  Rossignolet  du  bois 

5.  A la  femminisca 

6.  La  donna  ideale 

7.  Ballo 

8.  Motetto  de  Tristura 

9.  Malurous  qu'o  uno  fenno 

1 0.  La  fiolare 

11.  Azerbaijan  love  song 

INCA  IONSDOTTIR,  mezzo-soprano 
FILIP  BRAL,  conductor 

INTERMISSION 

OSVALDO  GOLIJOV 
(b.1960) 

Yiddish  Ruakh  (1990) 
STEFAN  ASBURY,  conductor 

KAROL  SZYMANOWSKI 
(1882-1937) 

SJbpiewnie,  Op.  46  (1929) 

1 . Stowisien 

2.  Zielone  Slowa 

3.  Sw.  Franciszek 

4.  Kalinowe  Dwory 

5.  Wanda 

SARI  GRUBER,  soprano 
REINBERT  DE  LEEUW,  conductor 

LEOS  lANACEK 
(1854-1928) 

Rfkadla  (Nursery  Rhymes)  (1925) 
EMILY  BENSON,  soprano 
KIRA  SLOVACEK,  soprano 
BRENDA  PATTERSON,  mezzo-soprano 
MICF1AEL  MANIACI,  countertenor 
DANIEL  NORMAN,  tenor 
DANIEL  CURVICH,  baritone 
THEODORE  HUFFMAN,  baritone 
BRIAN  MCMILLAN,  baritone 
STEVEN  MARICLE,  bass-baritone 
REINBERT  DE  LEEUW,  conductor 

Baldwin  piano 


contemporary,  adj.  [L.  com-,  with,  and  temporarius,  per- 
taining to  time,  from  tempus,  time.]  1.  living  or  happening 
in  the  same  period  of  time.  2.  of  about  the  same  age. 

louis  andriessen:  mausoleum , hoketus\  asko  schonberg  ensemble;  reinbert 
de  leeuw,  conductor  (cv20)  nocturnen,  anachronie  I,  contra  tempus, 
anachronic  II,  netherlands  ballet  orchestra;  howard  williams,  conductor 
(cv54)  triplum',  wim  hoogewerf,  guitar  (cv8701)  de  leeuw:  interlude', 
groningen  guitar  ensemble  (cv8701)  milton  babbitt:  phonemena, 
philomel,  judith  bettina,  soprano  (450-74)  images',  john  sampen,  saxo- 
phones; marilyn  shrude,  piano  (450-80)  george  benjamin:  at  first  light  for 
4 musicians,  nouvel  ensemble  modeme;  lorraine  vaillancourt,  conductor 
(umml02)  luciano  berio:  sequenza  II,  emily  lawrence,  harp  (450-72) 
elliot  carter:  night  fantasies ; Stephen  drury,  piano  (450-76)  riconoscenza, 
carol  lieberman,  violin  (450-81)  scrivo  in  vento,  patricia  spencer,  flute; 
linda  hall,  piano  (450-88)  carlos  sanchez-gutierrez:  son  del  corazon,  le 
nouvel  ensemble  modeme;  lorraine  vaillancourt,  conductor  (umml08) 
mauricio  kagel:  les  idees  fixes ; saarbriicken  radio  symphony  orchestra 
(au31826)  leon  kirchner:  string  quartets  nos.  1,  2 & 3,  boston  composers 
string  quartet  (troy  137)  loevendie:  orbits,  incantations,  flexio,  naima  suite 
(cv24)  gyorgy  ligeti:  etudes  for  piano  book  /,  erika  haase,  piano  (au31815) 
six  etudes,  jeffrey  burns,  piano  (aca8505)  kammerkonzert  for  13  musi- 
cians', nouvel  ensemble  moderne  (umml02)  Oliver  messiaen;  o sacrum 
convivium!  poetries  pour  mi,  book  1,  la  merle  noir  (cm20024)  la  nativite 
du  seigneur,  nine  meditations  for  organ  (cal50924)  messe  de  la  pentecote 
(cal50939)  igor  Stravinsky:  I'histoire  du  soldat  (cal50894)  symphony  of 
psalms,  mass,  babel  (cal509 18)  Szymanowski:  first  string  quartet,  second 
string  quartet  (1138-2)  toru  takemitsu:  toward  the  sea  III , geoffrey 
collins,  flute;  alice  giles,  harp  (tp3 1 ) edgar  varese:  density  21.5  for  c flute', 
pierre-yves  artaud,  flute  (450-77)  claude  vivier:  pulau  dewata  (umml04) 
iannis  xenakis:  evryali  (vmm2014)  mikka  for  solo  violin  (cp2-108)  mor- 
sima,  amorsima  (tp39)  ais  for  amplified  baritone,  solo  percussionist  & 
large  orchestra  (450-86) 
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98  Wolf  Road 

Albany,  NY  1 22 1 0 1 .800.752. 1 95 1 


Albany  Music  Distributors,  Inc. 


1996  Festival  of  Contemporary  Music 

Sunday,  August  11,  at  8:30  p.m. 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

A half-hour  Prelude  Concert  beginning  at  7:15  p.m.  will  feature  music  by 
Tanglewood  Music  Center  Composition  Fellows  and  others. 

FELLOWS  OF  THE  TANGLEWOOD  MUSIC  CENTER 


GEORGE  BENIAMIN 
(b.  1 960) 

Three  Inventions  for  chamber  orchestra  (1995) 
ROBERT  SPANO,  conductor 

GYORGY  LIGETI 
(b.  1 923) 

Concerto  for  Piano  and  Orchestra  (1985-88) 

Vivace  molto  ritmico  e preciso 
Lento  e deserto 
Vivace  cantabile 
Allegro  risoluto 
Presto  luminoso 

ELLEN  CORVER,  guest  pianist 
STEFAN  ASBURY,  conductor 

INTERMISSION 

CLAUDE  VIVIER 
(1948-1983) 

Zipangu  (1980) 

REINBERT  DE  LEEUW,  conductor 

MAURICIO  KAGEL 
(b.1 931 ) 

Orchestrion-straat  (1996) 
REINBERT  DE  LEEUW,  conductor 

G.  Schirmer 

& 

Associated  Music  Publishers 


We  congratulate  the  Tanglewood  Music 
Center  on  its  long-standing  commitment 
to  contemporary  music.  Join  us  in 
applauding  our  composers  whose 
music  will  be  heard  during  the 
1996  Tanglewood  Festival. 


Samuel  Barber 
Elliott  Carter 
Duke  Ellington 
Manuel  de  Falla 
George  Gershwin 
Giya  Kancheli 
Leon  Kirchner 
Carl  Nielsen 


Andre  Previn 
Jean  Sibelius 
Igor  Stravinsky 
Torn  Takemitsu 
Karen  Tanaka 
John  Tavener 
Galina  Ustvolskaya 
Iannis  Xenakis 


anrp 


G.  Schirmer,  Inc.  and  Associated  Music  Publishers,  Inc. 

members  of  the  Music  Sales  Group 

rental  materials  promotion  materials  sale  materials 

445  Bellvale  Road  257  Park  Avenue  South,  20th  floor  available  from  your  music  dealer  or 

Chester,  NY  10918  New  York,  NY  lOCftO  Hal  Leonard  Corporation 

914  469-2271  phone  212  254-2100  phone  414  774-3630  phone 

914  469-7544  fax  212  254-2013  fax  414  774-3259  fax 

http://www.schirmer.com  internet 


1996  Festival  of  Contemporary  Music 

Monday,  August  1 2,  at  8:30  p.m. 

Florence  Could  Auditorium,  Seiji  Ozawa  Hall 

A half-hour  Prelude  Concert  beginning  at  7:15  p.m.  will  feature  music 
Tanglewood  Music  Center  Composition  Fellows  and  others. 

FELLOWS  OF  THE  TANGLEWOOD  MUSIC  CENTER 


GYORGY  KURTAG 
(b.  1 926) 

Hommage  ^ R.  Sch.,  Op.  1 5 (1990) 

BENJAMIN  FINCLAND,  clarinet 
SUN-YOUNG  LEE,  viola 
ALON  GOLDSTEIN,  piano 

GALINA  USTVOLSKAYA 
(b.1 91 9) 

Trio  (1949) 

Espressivo 

Dolce 

Energico 

MARCUS  BARCHAM-STEVENS,  violin 
MICHAEL  BEPKO,  clarinet 
NAOMI  NISKALA,  piano 

USTVOLSKAYA 

Sonata  No.  5 (1985) 

(in  ten  movements) 

REINBERT  DE  LEEUW,  piano 
INTERMISSION 

BERNARD  RANDS 
(b.1 934) 

"...in  the  receding  mist..."  (1988) 

CRISTINA  BUCIU,  violin 
ANDRA  VOLDINS,  viola 
ARON  ZELKOWICZ,  cello 
LISA-MAREE  AMOS,  flute 
TOMOKO  SATO,  harp 

TORU  TAKEMITSU 
(1930-1996) 

Quatrain  II  (1975-76) 

(performed  in  memory  of  the  composer) 

CHRISTOPHER  NEAL,  violin 
DORIS  HOCHSCHEID,  cello 
CAREY  BELL,  clarinet 
ALBERT  KIM,  piano 

Baldwin  piano 


1996  Festival  of  Contemporary  Music 

Tuesday,  August  1 3,  at  8:30  p.m. 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 


A half-hour  Prelude  Concert  beginning  at  7:15  p.m.  will  feature  music 
Tanglewood  Music  Center  Composition  Fellows  and  others. 


TANGLEWOOD  MUSIC  CENTER  ORCHESTRA 
REINBERT  DE  LEEUW  and  STEFAN  ASBURY,  conductors 


CARLOS  SANCHEZ-GUTIERREZ  Girando,  Danzando  (1996) 

(b.  1 964)  (world  premiere;  commissioned  by  the 

Tanglewood  Music  Center  through  the 
Paul  Jacobs  Memorial  Fund) 

STEFAN  ASBURY,  conductor 


BERNARD  RANDS 
(b.  1 934) 


Symphony  (1 995) 

REINBERT  DE  LEEUW,  conductor 


INTERMISSION 


GYORGY  LIGETI 

(b.  1 923) 


Lontano  (1967) 

REINBERT  DE  LEEUW,  conductor 


OLIVIER  MESSIAEN 
(1908-1992) 


Chronochromie  (1959) 

Introduction 
Strophe  I 
Antistrophe  I 
Strophe  II 
Antistrophe  II 
Epode 
Coda 

REINBERT  DE  LEEUW,  conductor 


Baldwin  piano 


1996  Festival  of  Contemporary  Music 

Wednesday,  August  14,  at  8:30  p.m. 

Florence  Could  Auditorium,  Seiji  Ozawa  Hall 

NETHERLANDS  WIND  ENSEMBLE 
MARIEKE  SCHNEEMANN,  flute  MARIEKE  STORDIAU,  bassoon 


BART  SCHNEEMANN,  oboe 

PAUL  VAN  ZELM,  horn 

JUSTINE  GERRETSEN,  oboe 
HARMEN  DE  BOER,  clarinet 

DICK  VERHOEF,  horn 
PETER  IANSEN,  double  bass 

ELS  VREUGDENHIL,  clarinet  PETER  PROMMEL,  percussion 

PETER  ROLAND  GAASTERLAND,  bassoon 
with  NAOMI  NISKALA,  harpsichord  (TMC  1996) 


ELEANOR  HOVDA 

Snap  Dragon 

(b.  1 940) 

(commissioned  by  the  Netherlands 
Wind  Ensemble,  1993) 

GI|A  KANTCHELI 
(b.  1 935) 

Magnum  ignotum 
(commissioned  by  the  Netherlands 
Wind  Ensemble,  1994) 

INTERMISSION 

IANNIS  XENAKIS 
(b.  1 922) 

KUILENN 

(United  States  premiere;  commissioned  by 
the  Netherlands  Wind  Ensemble,  1996) 

THIERRY  DE  MEY 

Musique  de  Table 
(United  States  premiere) 

KEVIN  VOLANS 
(b.  1 949) 

Walking  Song 
(United  States  premiere) 

CHIEL  MEIJERING 
(b.  1 954) 

The  Soccer  Tribe 

(world  premiere;  commissioned  by  the 
Netherlands  Wind  Ensemble,  1996) 

This  concert  by  the  Netherlands  Wind  Ensemble  is  supported  in  part 
by  The  Netherland-America  Foundation. 


Tanglewood  Music  Center  1996  Fellowship  Program 


Violins 

Ralph  Allen,  Philadelphia,  Pennsylvania 
Morris  A.  Schapiro  Fellowship 
Marcus  Barcham-Stevens,  Cambridgeshire, 
England 

Shirley  and  Sam  Zemsky  Fellowship 
liana  Blumberg,  El  Cerrito,  California 
Stokes  Fellowship 
Cristina  Buciu,  Bucharest,  Romania 
Philip  and  Bernice  Krupp  Fellowship 
Glen  Cherry,  Vermillion,  South  Dakota 

Mr.  and  Mrs.  William  C.  Rousseau  Fellowship 
Hilary  Foster,  Omaha,  Nebraska 

Gerald  Gelbloom  Memorial  Fellowship 
Anuschka  Franken,  Den  Haag,  The  Netherlands 
The  Netherland-America  Foundation 
Fellowship 

Shigetoshi  Furuta,  Fukuoka,  Japan 

Boston  Symphony  Orchestra  Fellowship 
Andrew  Grams,  Severn,  Maryland 
Surdna  Foundation  Fellowship 
Candace  Guirao,  San  Francisco,  California 
Northern  California  Fund  Fellowship 
Lisa  Hansen,  Zanesville,  Ohio 
lane  W.  Bancroft  Fellowship 
Carolyn  Huebl,  Dearborn,  Michigan 

Harry  and  Marion  Dubbs/Brookline  Youth 
Concerts  Awards  Committee  Fellowship 
John  Kim,  New  York,  New  York 
Stokes  Fellowship 
Beth  Kipper,  New  York,  New  York 

Charles  E.  Culpeper  Foundation  Fellowship 
Salley  Koo,  Chicago,  Illinois 

Carolyn  and  George  Rowland  Fellowship  in 
Honor  of  Eleanor  Panasevich 
Elise  Kuder,  Linwood,  Massachusetts 
William  Kroll  Memorial  Fellowship 
Christopher  Neal,  Buffalo,  New  York 
Mr.  and  Mrs.  John  C.  Haas  Fellowship 
Ursula  Nelius,  Sydney,  Australia 

Channing  and  Ursula  Dichter  Fellowship 
Yuka  Nishino,  Tokyo,  Japan 

Mr.  and  Mrs.  Richard  M.  Fraser  Fellowship 
Dennis  O'Boyle,  New  York,  New  York 
Lucy  Lowell  (1860-1949)  Fellowship 
Duane  Padilla,  Glendale,  California 

Hannah  and  Raymond  Schneider  Fellowship 
Daniel  Padilla,  Glendale,  California 
Haskell  Gordon  Memorial  Fellowship 
Stefanie  Riego,  Marion,  Ohio 
Elayne  P.  Bernstein  Fellowship 
Wenyi  Shih,  Taipei,  Taiwin 

Edward  S.  Brackett,  )r..  Fellowship 
Yuko  Tomonaga,  Tokyo,  Japan 
Renee'  D.  Sanft  Fund  Fellowship 
Biliana  Voutchkova,  Sofia,  Bulgaria 
Max  Winder  Violin  Fellowship 
Julide  Yalcin,  Ankara,  Turkey 
Renee  Rapaporte  Fellowship 
Sarah  Zaharako,  Indianapolis,  Indiana 
Clowes  Fund  Fellowship 


Violas 

Karin  Brown,  Santa  Cruz,  California 

Miriam  and  Sidney  Stoneman  Fellowship 
Kimberly  Foster,  Portland,  Oregon 

Harold  G.  Colt,  Jr.,  Memorial  Fellowship 
Jessie-Leah  Greenbaum,  Amherst,  Massachusetts 
luliet  Esselborn  Geier  Memorial  Fellowship 
Kate  Holzemer,  Minneapolis,  Minnesota 
BSAV  Lecture  Series  Fellowship 
Hui-Fang  Hsu,  Tainan,  Taiwan 
Aso  Tavitian  Fellowship 
Abigail  Kubert,  Boston,  Massachusetts 
Ann  and  Gordon  Getty  Foundation 
Fellowship 

Sun-Young  Lee,  Toronto,  Ontario,  Canada 
Mr.  and  Mrs.  Joseph  H.  Reich  Fellowship 
Anne  Lindeskov,  Copenhagen,  Denmark 
Leo  L.  Beranek  Fellowship 
Paul  Reynolds,  Aubuquerque,  New  Mexico 
Alfred  E.  Chase  Fellowship 
Emily  Schaad,  Rhinebeck,  New  York 

James  A.  Macdonald  Foundation  Fellowship 
Chi-Chuan  Teng,  Taipei,  Taiwan 
Stanley  Chappie  Fellowship 
Anclra  Voldins,  Newton,  Massachusetts 
Theodore  Edson  Parker  Foundation 
Fellowship 

Cellos 

Rebecca  Carrington,  Epsom,  England 
Country  Curtains  Fellowship 
Walter  Haman,  San  Francisco,  California 

Helene  R.  and  Norman  L.  Cahners  Fellowship 
Roy  Harran,  Savyon,  Israel 

Mrs.  Harris  Fahnestock  Fellowship 
Doris  Hochscheid,  Amsterdam,  The  Netherlands 
Velmans  Foundation  Fellowship 
Iris  Jortner,  Tel-Aviv,  Israel 

Lola  and  Edwin  Jaffe  Fellowship 
Marika  Kobayashi,  Tokyo,  Japan 
Merrill  Lynch  Fellowship 
Alexandra  Mackenzie,  London,  England 
Jane  and  Otto  Morningstar  Fellowship 
Jan  Muller-Szeraws,  Concepcion,  Chile 
Omar  Del  Carlo  Tanglewood  Fellowship 
Paige  Riggs,  Boston,  Massachusetts 

Athena  and  James  Garivaltis  Fellowship 
Lawrence  Stomberg,  Kirksville,  Missouri 
Harry  and  Mildred  Remis  Fellowship 
Rupert  Thompson,  Setauket,  New  York 
Naomi  and  Philip  Kruvant  Fellowship 
Nicholas  Tzavaras,  New  York,  New  York 
Marion  Callanan  Memorial  Fellowship 
Aron  Zelkowicz,  Pittsburgh,  Pennsylvania 
Daniel  and  Shirlee  Cohen  Freed  Fellowship 

Double  Basses 

Charles  DeRamus,  Atlanta,  Georgia 

Boston  Symphony  Orchestra  Fellowship 
John  Grillo,  Oceanside,  New  York 
Charlotte  Palmer  Phillips  Foundation 
Fellowship 


Donald  Howey,  Sudbury,  Massachusetts 
BayBanks  Fellowship 
Xinlai  Jiang,  Shanghai,  China 
Starr  Foundation  Fellowship 
Eric  Larson,  Westminster,  Maryland 
Cinger  and  George  Elvin  Fellowship 
Robert  Rohwer,  Lyndhurst,  Ohio 

Koussevitzky  Music  Foundation  Fellowship 
Mary  Wheelock,  Bowie,  Maryland 
Sylvia  and  Arnold  Golber  Fellowship 

Flutes 

Lisa-Maree  Amos,  Brisbane,  Australia 
Susan  Kaplan/Ami  Trauber  Fellowship 
Dionne  Marie  Hansen,  Glen  Ellyn,  Illinois 

Selma  Pearl  and  Susan  and  Richard  Grausman 
Fellowship 

Hilary  Lynch,  New  York,  New  York 
Mrs.  Peter  I.B.  Lavan  Fellowship 
Elizabeth  Rowe,  Eugene,  Oregon 

Theodore  and  Cora  Ginsberg  Fellowship 
Todd  Skitch,  Peterborough,  Ontario,  Canada 
Donald  Bellamy  Sinclair  Memorial  Fellowship 

Oboes 

Erin  Gustafson,  Puyallup,  Washington 
Fernand  Gillet  Memorial  Fellowship 
Lisa  McCullough,  Port  Washington,  New  York 
Edward  and  loyce  Linde  Fellowship 
Lora  Schaefer,  Houston,  Texas 

Arthur  Fiedler/Leo  Wasserman  Fellowship 
Rebecca  Schweigert,  Gaylord,  Michigan 
Augustus  Thorndike  Fellowship 
Sandy  Stimson,  Lewiston,  New  York 

Edwin  and  Elaine  London  Family  Fellowship 

Clarinets 

Carey  Bell,  Eugene,  Oregon 

Mr.  and  Mrs.  Belvin  Friedson  Fellowship 
Michael  Bepko,  Houston,  Texas 

Berkshire  Life  Insurance  Company  Fellowship 
Sarah  Elbaz,  Beer-Sheva,  Israel 

Bristol-Myers  Squibb  Foundation  Fellowship 
Benjamin  Fingland,  London,  England 

Mr.  and  Mrs.  Robert  E.  Remis  Fellowship 
Jean-Philippe  Vivier,  Nantes,  France 
Florence  Gould  Foundation  Fellowship 

Bass  Clarinet 

Amanda  McIntosh,  Dallas,  Texas 
Mr.  and  Mrs.  Allen  Z.  Kluchman 
Memorial  Fellowship 

Bassoon/Contrabassoon 

Vance  Lee,  Santa  Monica,  California 
Sherman  Walt  Memorial  Fellowship 
Jose  Lozano,  Alicante,  Spain 
Susan  Morse  Hilles  Fellowship 
Kenneth  Moses,  San  Antonio,  Texas 
Red  Lion  Inn  Fellowship 
Douglas  Quint,  Pittsfield,  Maine 
Rita  Meyer  Fellowship 
Laurel  Sharp,  Johnstown,  Ohio 
Robert  G.  McClellan,  Ir.,  and 
IBM  Matching  Grant  Fellowship 


Horns 

Dana  Christensen,  Watertown,  Wisconsin 
Dale  and  Anne  Fowler  Fellowship 
Joshua  Garrett,  San  Francisco,  California 
William  F.  and  luliana  W.  Thompson 
Fellowship 

Haley  Hoops,  Detroit,  Michigan 

Dr.  lohn  H.  Knowles  Memorial  Fellowship 
Neil  Kimel,  Lincolnwood,  Illinois 
Edward  G.  Shufro  Fellowship 
Michael  Mayhew,  Dallas,  Texas 
C.D.  Jackson  Fellowship 
Jennifer  Montone,  Burke,  Virginia 
Ruth  and  Alan  Sagner  Fellowship 

Trumpets 

Kevin  Finamore,  Charlotte,  North  Carolina 
Armando  A.  Chitalla  Fellowship 
Mark  Flegg,  Detroit,  Michigan 

Andr4  Come  Memorial  Fellowship 
David  Prentice,  Glasgow,  Scotland 
English-Speaking  Union  Fellowship 
Christopher  Still,  Bayport,  New  York 
Rosamond  Sturgis  Brooks  Memorial 
Fellowship 

Benjamin  Wright,  Evansville,  Indiana 
Wynton  Marsalis  Fellowship 

Tenor  Trombones 

Marcos  Max  Vails  Martin,  Sao  Bernardo  do 
Campo,  Brazil 

Omar  Del  Carlo  Tanglewood  Fellowship 
James  Nova,  South  Windsor,  Connecticut 
Ruth  S.  Morse  Fellowship 
Jarod  Vermette,  Boston,  Massachusetts 
Judy  Gardiner  Fellowship 

Bass  Trombone 

Scott  Thornton,  Dallas,  Texas 

Albert  L.  and  Elizabeth  P.  Nickerson 
Fellowship 

Tuba 

Randall  Montgomery,  Greenville,  Illinois 
Caroline  Grosvenor  Congdon  Memorial 
Fellowship 

Timpani/Percussion 

Edward  Atkatz,  Fresh  Meadows,  New  York 
Barbara  Lee/Raymond  E.  Lee  Foundation 
Fellowship 

Lorenzo  Eerrandiz  Carrillo,  Alicante,  Spain 
Jerry  and  Nancy  Straus  Fellowship 
Eric  Millstein,  Potomac,  Maryland 

Frederic  and  Juliette  Brandi  Fellowship 
Joseph  Pereira,  Stony  Brook,  New  York 
William  Randolph  Hearst  Foundation 
Fellowship 

Michael  Sharkey,  Bayonne,  New  Jersey 

Geraldine  R.  Dodge  Foundation  Fellowship 
Matthew  Strauss,  Long  Island,  New  York 
Anonymous  Fellowship 


Harps 

Valerie  Muzzolini,  Nice,  France 

lohn  and  Susanne  Crandin  Fellowship 
Tomoko  Sato,  Kobe,  Japan 

Kathleen  Hall  Banks  Fellowship 

Piano/Keyboard 

Marta  Aznavoorian,  Barrington,  Illinois 
Friends  of  Armenian  Culture  Society 
Fellowship 

Xak  Bjerken,  Santa  Barbara,  California 
Paul  Jacobs  Memorial  Fellowship 
Alon  Goldstein,  Ramat  Efal,  Israel 

Felicia  Montealegre  Bernstein  Fellowship 
Stewart  Goodyear,  Toronto,  Ontario,  Canada 
Baldwin  Piano  and  Organ  Company 
Fellowship 

Albert  Kim,  Glastonbury,  Connecticut 
Billy  Joel  Keyboard  Fellowship 
Naomi  Niskala,  Rochester,  New  York 
Eunice  Cohen  Fellowship 
Jean  Schneider,  Philadelphia,  Pennsylvania 
Daphne  Brooks  Prout  Fellowship 
Jeff  Tomlinson,  Cuzco,  Peru 

Marilyn  Brachman  Hoffman  Fellowship 
Miri  Yampolsky,  Tel  Aviv,  Israel 
Wilhelmina  Sandwen  Fellowship 

Composers 

Kevin  Beavers,  Medellin,  Colombia 

Aaron  Copland  Fund  for  Music  Fellowship 
Shih-Hui  Chen,  Taiwan 

Otto  Eckstein  Family  Fellowship 


Alexander  Kalogeras,  Athens,  Greece 
Bessie  Pappas  Fellowship 
Kevin  Putz,  St.  Louis,  Missouri 

DeWitt  Wallace-Reader's  Digest  Fund 
Fellowship 

Lisa  Reim,  Munich,  Germany 

Benjamin  Britten  Memorial  Fellowship 
Thoma  Simaku,  Durres,  Albania 
Leonard  Bernstein  Fellowship 
Karen  Tanaka,  Tokyo,  Japan 
Margaret  Lee  Crofts  Fellowship 

Conductors 

Gabriel  Feltz,  Lubeck,  Germany 
Leonard  Bernstein  Fellowship 
Daisuke  Soga,  Osaka,  Japan 
Seiji  Ozawa  Fellowship 

Chamber  Ensemble  Residency 
Zurich  Piano  Trio 

Christiane  Frucht,  Hannover,  Germany 
Frelinghuysen  Foundation  Fellowship 
Joel  Marosi,  Koln,  Germany 

Stephen  and  Persis  Morris  Fellowship 
Patrick  McDermott,  Zumikon,  Switzerland 
Kandell  Family  Fellowship 

Sausalito  String  Quartet 

Matthew  Lavin,  San  Francisco,  California 
Luke  B.  Hancock  Foundation  Fellowship 
Nicholas  Lozovsky,  San  Francisco,  California 
William  R.  Housholder  Fellowship 


We  ARE  the  best. 

And  Fanfare  Magazine  concurs. 

“ . . . this  is  one  of  the  best  recordings  of  this  concerto  on  the  market.’' 

— Fanfare , May  /June  1996  issue  reviewing  our  CD 
#BR109  featuring  Moscow  Philharmonic  Orchestra 
with  Oleg  Volkov,  Piano. 


Because  of  a patented 
coating  on  our  CDs  we  offer 
a full  25  year  warranty 

But  YOU  be  the  judge. 
Listen  to  us  and  make 
your  own  call  . . . 


B R I EH3 


S§CORC 


SHOSTAKOVICH 

Concerto  No.  1 in  C Minor  for 
Piano  and  Orchestra,  Op  35 
SCHNITTKE 

Concerto  for  Piano  and  String  Orchestra 


Available  at  To  w e r Records  & Border  Books  and  Music. 


Paul  Nahhas,  San  Francisco,  California 
Boston  Symphony  Orchestra  Fellowship 
Luigi  Peracchia,  San  Francisco,  California 
David  R.  and  Muriel  K.  Pokross  Fellowship 

Voice 

Anna-Maria  Bogner,  Munich,  Germany 
Edward  C.  Shufro  Fellowship 
lennifer  Cobb,  Cincinnati,  Ohio 

Francis  and  Caryn  Powers  Fellowship 
Thomas  Doherty,  Richmond  Hill,  Ontario, 
Canada 

Lia  and  William  Poorvu  Fellowship 
Anthony  Griffey,  New  York,  New  York 
Housatonic  Curtain  Company  Fellowship 
Carolyn  Gronlund,  Seattle,  Washington 
Ann  and  Cordon  Cetty  Foundation 
Fellowship 

Alexandra  Sari  Gruber,  New  York,  New  York 
Nancy  Lurie  Marks  Fellowship 
Michaela  Gurevich,  Seattle,  Washington 
Harold  and  Thelma  Fisher  Fellowship 
Paul  Guttry,  Belmont,  Massachusetts 
Tappan  Dixey  Brooks  Fellowship 
Scott  Hogsed,  Atlanta,  Georgia 

Cloria  Narramore  Moody  Foundation 
Fellowship 

Bradley  Howard,  Atlanta,  Georgia 
Abby  and  loe  Nathan  Fellowship 
Inga  Jonsdottir,  Reykjavik,  Iceland 
I P.  and  Mary  Barger  Fellowship 
Andrew  Martens,  Virginia  Beach,  Virginia 
Bernice  and  Lizbeth  Krupp  Fellowship 
David  Ossenfort,  Valhalla,  New  York 
Mr.  and  Mrs.  Victor  P.  Levy  Fellowship 
Sarah  Pelletier,  Lawrenceville,  New  jersey 
Geraldine  R.  Dodge  Foundation  Fellowship 
Stephen  Salters,  Boston,  Massachusetts 
Nat  Cole  Memorial  Fellowship 
Mark  Schowalter,  St.  Paul,  Minnesota 
Darling  Family  Fellowship 
Stafford  Turner,  Atlanta,  Georgia 

Ann  V.  Dulye  and  Linda  M.  Dulye  Fellowship 
Amy  Wagar,  Marshalltown,  Iowa 

Dr.  Marshall  N.  Fulton  Memorial  Fellowship 
Amy  Zorn,  New  York,  New  York 

Pearl  and  Alvin  Schottenfeld  Fund  Fellowship 

Vocal  Coaches 

Edward  Bak,  Youngstown,  Ohio 
Stephanie  Morris  Marryott  and 
Franklin  J.  Marryott  Fellowship 
Dana  Brown,  Ann  Arbor,  Michigan 
R.  Amory  Thorndike  Fellowship 
Gary  Gress,  Exton,  Pennsylvania 
Harry  Stedman  Fellowship 
Marie-France  Lefebvre,  Hull,  Quebec,  Canada 
Ruth  and  Jerome  Sherman  Memorial 
Fellowship 

Pamela  Reimer,  Saskatoon,  Saskatchewan, 
Canada 

Marie  Cillet  Fellowship 
Cameron  Stowe,  Danville,  Virginia 

Peggy  Rockefeller  Memorial  Fellowship 


Grant  Wenaus,  Regina,  Saskatchewan,  Canada 
Mr.  and  Mrs.  David  B.  Arnold,  Jr.,  Fellowship 
David  Zobel,  Toulouse,  France 

Florence  Could  Foundation  Fellowship 

Phyllis  Curtin  Seminar  for  Singers 

Emily  Benson,  Bloomington,  Illinois 

Boston  Symphony  Orchestra  Scholarship 
Kathryn  Brown,  Rochester,  New  York 
Tisch  Foundation  Scholarship 
Kathleen  Flynn,  Halifax,  Nova  Scotia,  Canada 
Eugene  Cook  Scholarship 
Robert  Gildon,  London,  England 
Mary  H.  Smith  Scholarship 
Raymond  Granlund,  Houston,  Texas 
Richard  F.  Gold  Memorial  Scholarship 
Kimberly  Gratland,  Houston,  Texas 
Claire  and  Millard  Pryor  Scholarship 
Daniel  Gurvich,  Cary,  North  Carolina 
Stuart  Haupt  Scholarship 
Theodore  Huffman,  Greenwich,  Connecticut 
June  Ugelow  Scholarship 
Tiffany  )ackson,  New  Haven,  Connecticut 
Dorothy  and  Montgomery  Crane  Scholarship 
Taras  Kulish,  Montreal,  Quebec,  Canada 
Ethel  Barber  Eno  Scholarship 
Michael  Maniaci,  Cincinnati,  Ohio 
Tanglewood  Programmers  and  Ushers 
Scholarship 

Steven  Maricle,  Muncie,  Indiana 

Andrall  and  Joanne  Pearson  Scholarship 
Brian  McMillan,  Edmonton,  Alberta,  Canada 
Cindy  L.  Spark  Scholarship 
Esther  Moses,  Albuquerque,  New  Mexico 
Steve  and  Nan  Kay  Scholarship 
Daniel  Norman,  London,  England 

Miriam  Ann  Kenner  Memorial  Scholarship 
Brenda  Patterson,  West  Chester,  Pennsylvania 
William  E.  Crofut  Family  Scholarship 
Kira  Slovacek,  Woodstock,  Vermont 
Leah  Jansizian  Memorial  Scholarship 

Seminar  for  Conductors 

Ronen  Borshevsky,  Tel  Aviv,  Israel 

Koussevitzky  Music  Foundation  Scholarship 
Filip  Bral,  Flanders,  Belgium 
Maurice  Abravanel  Scholarship 
Christopher  Franklin,  Pittsburgh,  Pennsylvania 
William  and  Mary  Creve  Foundation 
Scholarship 

Stephane  Fromageot,  Paris,  France 
Evelyn  and  Phil  Spitalny  Conductor 
Scholarship 

lames  Kelleher,  England 

Patricia  Plum  Wylde  Scholarship 
Simon  Lipskar,  New  York,  New  York 
William  and  Mary  Greve  Foundation 
Scholarship 

Yasuo  Shinozaki,  Kyoto,  Japan 

Charles  L.  Read  Foundation  Scholarship 
David  Tang,  New  York,  New  York 

Mr.  and  Mrs.  Vincent  J.  Lesunaitis  Scholarship 
Gordian  Teupke,  Bern,  Switzerland 

Hon.  and  Mrs.  Peter  H.B.  Frelinghuysen 
Scholarship 
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Great  Performances  from  The  Library  of  Congress 
•••New  Release*** 

NATHAN  MILSTEIN 

The  1953  Library  of  Congress  Recital 
Artur  Balsam,  piano 


'W 


BRIDGE  9066 

BEETHOVEN:  Sonata,  Op.  24  “Spring”  J.S.  BACH:  Partita  in  D Minor,  BWV  1004 
BRAHMS:  Sonata  in  D Minor,  Op.  108 

•••Also  Available*** 

NATHAN  MILSTEIN  (The  1946  Library  of  Congress  Recital) 

Vitali,  J.S.  Bach,  Mendelssohn,  Mibtdn,  Chopin,  Wleniawild 
BRIDGE  90*4  with  JOSEF  BLATT,  PIANO 

THE  BUDAPEST  STRING  QUARTET 
GEORGE  SZELL,  piano 

Brahms:  Quintet,  Op.  34  Schubert:  “Trout”  Quintet,  Op.l  14 
conversation  with  George  SieU 
BRIDGE  9062  (RECORDED  IN  1945  AND  1946) 

THE  BUDAPEST  STRING  QUARTET 
ARTUR  BALSAM,  piano 

Rachmaninoff:  String  Quart eti  No*.  I A2,  Trio  tltgiaquc,  Op.9 
BRIDGE  9063  (RECORDED  IN  19S2) 

AARON  COPLAND:  81st  Birthday  at  the  Library 
Jan  DeGaetani,  mezzo-soprano  Leo  Smit,  piano 

conversation  with  Aaron  Copland 
BRIDGE  9046  (RECORDED  IN  1961) 
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Festival  of  Contemporary  Music,  Tangiewood 
Thursday,  August  8,  1996.  at  8:30pm 
Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

RICHARD  WERNICK 
Piano  Trio 

Richard  Wemick  was  bom  in  Boston  on  January  19,  1934.  and  studied  at  Brandeis  with  Irving 
Fine.  Harold  Shapero.  and  .Arthur  Berger.  He  also  worked  with  Ernst  Toch.  Boris  Blacher,  and 
Aaron  Copland  during  two  summers  (1954  and  1955)  at  Tangiewood.  and  later  with  Leon 
fCirchner  at  Mills  College.  He  joined  the  faculty  of  the  University  of  Pennsylvania  in  1968.  and 
is  currently  professor  of  music  there.  He  has  directed  the  Penn  Contemporary  Players  and  has 
served  signally  as  consultant  on  contemporary  music  programming  to  the  Philadelphia 
Orchestra.  His  Visions  of  Wonder  and  Terror  won  the  1977  Pulitzer  Pnze.  Much  of  his  music 
is  dramatic  in  character,  even  when  created  for  the  concert  stage  rather  than  the  theater. 

Regarding  his  new  Trio,  which  had  its  premiere  a few  weeks  ago.  the  composer  writes: 

My  Trio  for  violin,  cello,  and  piano  was  jointly  commissioned  by  the  Koussevitzky 
Music  Foundation  and  the  Mohawk  Trail  Concerts,  and  is  dedicated  to  the  memory 
of  Serge  and  Natalie  Koussevitzky.  It  was  written  for  violinist  Joel  Smirnoff,  cellist 
Joel  Kxosnick,  and  pianist  Gilbert  Kalish. 

As  composers  grow  older  I think  they  get  either  more  traditional  or  more 
radical,  depending  on  the  extent  to  which  they  were  traditional  or  radical  before  they 
began  to  age.  I have  always  found  myself  stuck  in  the  middle.  My  conservative 
friends  think  I'm  an  avantgardmk:  my  more  adventurous  friends  view  mv  style  as 
rather  conservative.  But  in  these  days  of  stylistic  plurality  the  terms  really  mean 
nothing  at  all. 

The  Trio  is  cast  in  three  movements,  roughly  fast-slow- fast,  which  is 
traditional  enough  to  begin  with.  .And  it  does  "take  off’  from  traditional  forms.  But 
the  harmonic  language  is  very  personal,  and  one  that  has  evolved  over  many  years.  It 
is  "bass  line  generated."  and  involves  the  same  sorts  of  tensions  and  resolutions 
found  in  music  of  the  common-practice  penods.  But  the  harmonies,  though 
"functional."  are  not  those  of  the  more  familiar  sort,  however  they  are  "harmonies" 
nonetheless,  and  are  intended  to  treat  musical  time  in  precisely  the  same  way  as  those 
of  the  major-minor  system. 

The  first  movement.  Mazurka,  is  not  really  a mazurka  at  all,  but  I called  it 
that  in  retrospect  because  of  the  emphasis  on  the  syncopated  3/4  rhythm.  It  has  that 
feel  about  it.  It  is  generally  bnght  and  fast,  with  a good  deal  of  contrapuntal  interplay 
among  the  three  instruments.  The  main  sections  are  delineated  not  by  change  of  key 
(there  isn't  any),  but  more  by  the  relationships  caused  by  the  organic  "modulation" 
of  one  speed  into  another.  The  first  of  these  changes  introduces  a cascading 
descending  figure  that  figures  prominently  in  all  three  movements,  and  is  intended  to 
help  bind  the  movements  together. 

The  second  movement  is  entitled  Passamezza.  The  Italian  "passamezza ' (half 
pace)  is  roughly  equivalent  to  the  French  "pavane."  a slow  and  rather  languorous 


dance  step.  In  the  Trio  this  is  realized  by  a slow-moving  ostinato  of  piano  harmonics, 
with  one  or  two  cello  ostinato  interpolations.  This  movement  was  originally  intended 
as  an  '‘interlude"  between  the  outer  movements,  but  it  gradually  took  on  a life  of  its 
own  to  the  extent  that  it  is  almost  one  half  of  the  entire  piece. 

The  final  movement  is  called  a Tarantella,  but  with  all  its  meter  changes  it 
does  not  have  a single  6/8  bar.  The  persistent  dotted  rhythm  that  runs  almost 
throughout  came  from  the  ending  of  my  Violin  Concerto.  As  a compositional 
problem  I was  interested  to  see  if  I could  begin  a piece  with  the  same  bit  of  musical 
material  I had  used  to  end  one.  The  musical  "stuff’  is  thrown  around  from  player  to 
player:  there  is  a brief  return  of  the  music  from  the  second  movement:  and  there  is  an 
optional,  improvised  cadenza. 

I express  my  gratitude  to  the  two  Joels  and  Arnold  Black.  .Autistic  Director  of 
the  Mohawk  Trail  Concerts  for  giving  this  piece  its  life. 

--Richard  Wemick 


MILTON  BABBITT 
“ Around  the  Horn'1''  for  solo  horn 

Milton  Babbitt  was  bom  in  Jackson.  Mississippi,  on  May  10.  1916.  and  lives  in  New  York.  He 
taught  at  Pnnceton  for  many  years,  becoming  among  the  most  influential  teachers  of 
composition  in  the  country.  His  mathematical  training  and  his  highly  analytical  mind,  in 
conjunction  with  his  complex  elaborations  of  twelve-tone  technique,  have  made  him  a leader  and 
spokesman  for  new  music  for  many  years— sometimes,  unfortunately,  through  misunderstanding, 
as  when  a popular  record  review  magazine  published  an  article  of  his.  but  not  before  changing 
Babbitt’s  own  title—  "The  Composer  as  Professional”— to  one  supplied  by  the  editor.  "Who  Cares 
If  You  Listen?”  To  this  day  many  who  have  never  read  the  article  remain  convinced  that  Babbitt 
the  composer  completes  his  work  in  arrogant  isolation  from  music-making  and  audiences.  While 
his  vision  is  undeniably  complex,  the  sounds  that  emerge  are  often  extraordinarily  lucid.  The 
composer  has  provided  the  following  commentary  on  his  work: 

Around  the  Horn  was  composed  for  William  Purvis,  and  is  dedicated  to  the  memory 
ofMaijorie  Schuller. 

Something  of  the  nature  of  the  work  should  be  inferable  from  the  three 
referents  of  the  title:  the  composition's  instrumental  character;  that  hazardous  but 
scenic  voyage  requmng  courage  and  skill:  the  most  virtuosic  of  double  plays  (5-4-3; 
can  it  be  that  baseball,  too.  is  "mathematical”0). 

The  extended  single  movement,  necessarily  homophonic  at  its  superficies,  is 
thoroughly  polyphonic  beneath  that  surface,  with  the  temporal  dimension,  rhythm,  in 
so  many  senses  of  the  word,  in  so  many  aspects  of  the  concept,  so  multiply 
determinate  of  the  work’s  structure  as  to  further  extend  the  title's  suggestion  of 
movement  and  motion,  and  of  a hom  of  plenty. 

The  composition  was  completed  on  January  23,  1993. 

-Milton  Babbitt 


Ralph  shapey 

Evocations  IV 


Ralph  Shapey  was  bom  in  Philadelphia  on  March  12.  1921.  Trained  first  as  a violinist,  he  later 
became  active  as  a conductor.  His  principal  composition  teacher  was  Stefan  Wolpe.  As  a 
conductor  he  is  particularly  known  for  his  support  of  other  composers  through  the  performances 
of  the  Contemporary  Chamber  Players  of  the  University  of  Chicago,  of  which  he  has  been 
director  for  three  decades:  he  was  eventually  appointed  professor  of  music  there.  Shapey  is  a 
strong-willed  man  with  no  interest  in  being  diplomatic,  who.  for  a time,  beginning  in  1969. 
refused  to  allow  performances  of  his  music  as  a protest  "against  all  the  rottenness  in  the  musical 
world  today,  and  the  world  in  general."  He  relented  in  1976,  however,  and  performances  of  his 
music  have  become  more  and  more  frequent.  His  work  received  particular  recognition  in  1982. 
when  he  received  one  of  the  coveted  MacArthur  Awards.  .An  earlier  work  in  the  "evocations" 
series.  Evocations  //.  commissioned  by  Joel  FCrosnick.  was  performed  in  this  Festival  in  1994. 

Shapey's  style  makes  idiosyncratic  use  of  heritage  of  senalism  derived  rfom  his  teacher 
Wolpe  and  through  him  from  Schoenberg;  his  manner  remains  "grand"  in  the  sense  of  high 
romanticism,  with  dramatic  gestures  and  a sense  of  large-scale  form.  Though  generally  unwilling 
to  talk  about  specific  pieces.  Shapey  made  one  general  statement  about  his  music  that  is  certainly 
relevant  to  Evocations  IV.  "I  think  about  setting  sound  masses  against  other  sound  masses." 
Shapey  has  stated.  "I’m  interested  in  the  relationships  between  things.  Even  if  an  object  doesn't 
change,  if  you  place  the  object  against  some  other  object,  there  is.  I believe,  a kind  of  subtle 
change." 


ELLIOTT  CARTER 
“Figment”  for  solo  cello 


Elliott  Carter  was  bom  in  New  York  on  December  1 1,  1908.  As  a teenager  he  became 
acquainted  with  Charles  Ives,  who  encouraged  him  to  compose.  He  attended  Harvard,  where  he 
majored  in  English  (and  read  widely  in  modem  literature,  mathematics,  German,  and  Greek);  he 
took  an  M.A.  in  music  at  Harvard  in  1932.  In  that  year  he  went  to  Pans  for  three  years  and 
studied  at  the  Ecole  Normale  de  Musique  and  pnvateiv  with  Boulanger. 

His  earliest  works  featured  a generally  neoclassical  approach  and  a fairly  diatomc 
language,  but  with  the  Piano  Sonata  (1945-46)  and  the  Cello  Sonata  (1948),  he  broadened  his 
musical  outlook  and  began  to  find  the  charactenstic  elements  of  his  mature  music,  in  particular  a 
way  in  which  the  instruments  of  his  ensemble  take  on  a charactenzation  that  is  fundamental  to 
the  musical  dialogue.  In  the  Cello  Sonata  he  emphasized  the  difference  in  sound  production 
between  the  percussive  keyboard  and  he  sustained  string  instrument.  From  1950  on.  Carter's 
catalogue  has  grown  with  the  addition  of  both  chamber  and  orchestral  works  of  considerable 
power,  imagination,  and  complexity.  Each  of  his  four  string  quartets  (1950,  1959,  1971,  1986) 
has  marked  an  important  extension  and  reconsideration  of  his  style,  and  these  works  for  stringed 
instruments  come  naturally  to  mind  when  Carter  writes  a new  work  for  one  of  the  components  of 
the  string  quartet,  a solo  cello.  Figment  was  first  performed  at  Merkin  Concert  Hall  in  New  York 
on  May  8,  1995.  by  Thomas  Demenga.  for  whom  it  was  written.  Regarding  this  piece,  he 
comcoser  writes: 


The  idea  of  composing  a solo  cello  piece  had  been  in  the  back  of  my  mind  for  many 
years,  especially  since  so  many  cellists  had  been  urging  me  to  do  so.  When  Thomas 
Demenga  asked  me  for  such  a work,  at  my  1994  35th  birthday  concert  in  Basel,  to  be 
premiered  at  a concert  he  was  giving  in  New  York  City  sponsored  by  the  Naumburg 
Foundation,  I promptly  set  to  work.  Demenga  had  already  impressed  me  gready 
when  he  played  some  of  my  chamber  works  at  my  80th  birthday  concert  in 
Badenweiler,  Germany,  and  especially  by  his  wonderful  recording  of  these  works 
issued  under  the  ECM  Records  New  Series. 

'‘Figment”  for  solo  cello  presents  a variety  of  contrasting  moments  using 
material  derived  from  a single  musical  idea. 

--Elliott  Carter  (1994) 


GYORGY  LIGETI 
Horn  Trio 

Gyorgy  Ligeti  was  bom  in  Dicsoszentmarton,  Transylvania  (Rumania),  on  May  28,  1923.  and 
now  lives  in  Vienna.  He  studied  composition  with  leading  composers  in  his  native  Hungary, 
starting  with  Ferenc  Farkas  at  the  Kolzsvar  Conservatory  in  his  late  teens  (1941-43)  and  Pal 
Kudosa  in  Budapest  during  the  summers  of  those  same  years.  After  the  end  of  the  war  he 
continued  studying  in  Budapest,  at  the  Academy  of  Music,  with  Farkas  and  Sandor  Veress. 
graduating  in  1949.  Hungarian  music  was.  at  that  time,  largely  cut  off  from  the  more  advanced 
developments  of  western  Europe.  Ligeti  was  very  interested  in  the  latest  musical  techniques,  but 
he  found  it  difficult  to  leam  about  the  newest  music  being  composed  elsewhere  and  deemed  it 
prudent  to  suppress  his  own  most  advanced  works.  He  pursued  research  in  Romanian  foik  music, 
which  strongly  influenced  the  simpler  pieces  he  did  allow  to  be  published  in  the  early  1950s.  He 
was  appointed  professor  of  harmony,  counterpoint,  and  analysis  at  the  Academy  of  Music  in 
1950,  retaining  that  position  until  his  decision  to  leave  Hungary  in  1956. 

Settling  in  Vienna.  Ligeti  rapidly  formed  ties  with  the  leading  avant-garde  composers, 
including  Stockhausen,  and  worked  for  a time  at  the  electronic  studios  of  the  West  German 
Radio  in  Cologne,  an  experience  that  was  surely  to  have  an  effect  on  the  kind  of  music  he  soon 
began  creating  for  traditional  instruments,  particularly  on  Atmospheres , a title  that  he  had 
originally  intended  to  give  to  an  electronic  work  left  unfinished.  In  1960  the  ISCM  (International 
Society  of  Contemporary  Music)  heia  its  quadrennial  festival  in  Cologne,  where  Ligeti's 
Apparitions  was  performed,  creating  a sensation.  Overnight  he  was  catapulted  into  a position  of 
leadership  among  contemporary  composers.  Since  1960,  Ligeti  has  taught  all  over  the  world  and 
has  become  one  of  the  most  honored  composers  of  our  day.  culminating  in  the  1986  Grawemeyer 
Award  for  Music  Composition,  a SI 50.000  prize  endowed  by  a Louisville  philanthropist,  the 
largest  such  prize  in  the  world.  (He  used  the  money  to  endow  a foundation  for  the  support  of 
younger  composers.)  Contemporary  composers  today  rarely  reach  an  audience  of  millions,  but 
Ligeti  did—unwittingly,  to  be  sure,  and  in  a way  he  did  not  approve— when  his  music  was  used  in 
the  soundtrack  of  the  film  2001:  A Space  Odyssey. 

Though  it  is  his  advanced  music  that  is  best  known— via  the  film— to  the  general  public, 
Ligeti  has  often  composed  works  that  evoke  a more  traditional  style.  One  of  these  is  the  Trio  for 
violin,  horn,  and  piano,  which  is.  first  of  ail.  overtly  modeled  on  Brahms’s  trio  for  the  same 
forces  (and  it  was  intended,  in  fact,  to  share  a recording  with  the  Brahms  work).  Still,  it  does  not 


make  use  of  any  musical  quotations  from  any  work  by  Brahms.  There  are  allusions  to  other 
works,  too,  however.  Most  prominent  of  these  is  the  '‘hom  fifths”  figure  that  introduces 
Beethoven’s  Les  Adieux  sonata,  which  Ligeti  makes  his  own  by  altering  the  fifth  into  a tritone. 
This  material  dominates  in  the  first  movement,  and  also  returns  at  the  end  of  the  second 
movement  and  in  the  Trio  to  the  third.  In  the  final  movement,  this  very  hom  call  is  turned  into 
passacaglia  that  builds  to  a great  outburst  in  the  strings,  which  ultimately  turns  into  a striking 
emotional  collapse. 

Program  notes  written  and  compiled  by  Steven  Ledbetter 
BALDWIN  PIANO 


. 
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JULIAN  ANDERSON 
Khorovod 


Elise  Kuder,  Carolyn  Huebl,  violins 
Andra  Voldins,  viola  Nathaniel  Chaitkin,  cello 
Mary  Wheelock,  bass 
Todd  Skitch,  flute,  piccolo 
Erin  Gustafson,  oboe  Carey  Bell,  clarinet 
Laurel  Sharp,  bassoon,  contrabassoon 
Dana  Christensen,  hom 

Christopher  Still,  trumpet  James  Nova,  trombone 
Lorenzo  Ferrandiz-Carrillo,  Michael  Sharkey,  percussion 
Alon  Goldstein,  piano 

Julian  Anderson  was  bom  in  London  in  1967  and  studied  composition  on  a Foundation 
Scholarship  at  the  Royal  College  of  Music  with  John  Lambert;  he  also  studied  privately  in  Pans 
with  Tristan  Murail.  While  at  the  Royal  College  he  won  most  of  the  major  composition  pnzes 
and  obtained  a First  Class  Honours  in  the  London  University  B.Mus.  degree.  Later  he  studied 
composition  at  Cambridge  with  Alexander  Goehr.  He  was  awarded  a 1992  Royal  Philharmonic 
Society  Pnze  for  Young  Composers  for  one  of  his  orchestral  pieces,  and  that  year  he  was  also  the 
Benjamin  Britten  Fellow  in  Composition  at  Tanglewood.  He  is  the  current  recipient  of  the 
Constant  and  Kit  Lambert  Fellowship  at  the  Royal  College  of  Music.  Regarding  Khorovod , part 
of  which  was  heard  here  in  1993,  the  composer  writes: 

The  title  is  the  Russian  for  "round  dance”  and  refers  to  a category  of  melodies 
celebratory  in  character,  whose  most  observed  feature  is  their  limitation  to  a small 
group  of  pitches  (often  just  three  or  four)  which  are  cycled  round  and  round  in  ever- 
varied  rhythms.  Although  Khorovod  does  not  quote  any  Russian,  Turkish. 

Romanian,  or  Lithuanian  melodies  of  this  type,  about  twenty  of  them  were  used  as 
models  for  melodic  writing  in  the  piece.  The  piece  is  primarily  melodic;  all  the 
harmony  results  from  sustaining  notes  of  a melody,  or  from  sustaining  its  harmonics. 

These  subsequently  form  the  basis  of  new  melodies,  and  so  the  process  continues. 

Khorovod  avoids  transitions,  consisting  in  the  main  of  a sequence  of  dances 
at  various  tempos  shunted  against  one  another;  but  as  they  are  also  frequently 
superimposed  at  different  speeds  and  meters,  the  texture  is  often  multi-layered.  As 
the  composing  progressed,  references  to  other  folk  traditions  popped  up  increasingly, 
and  thus  the  final  result  incorporates  references  to  Spanish  folk  music  and  even  to 
disco  music  (I  wanted  to  bring  the  piece  nearer  '‘home”).  The  principal  dances  unfold 
as  follows: 

1.  A Russian-styie  khorovod  in  C played  at  four  speeds  simultaneously. 

2.  A brutal  Lithuaman-style  dance  in  C-sharp  inflected  towards  jazz. 

3.  A Spanish  malagueha  in  D for  two  marimbas  and  piano. 

4.  A long  slow  khorovod  in  F-sharp,  which  gradually  accumulates  speed  and 


energy. 

5.  A third,  boisterous  Russian  dance  in  C-sharp  leading  to 

6.  A climactic  bop  in  the  same  key,  after  the  style  of  “house”  club  music, 
which  combines  all  the  elements  of  the  piece  in  a dense  tutti;  and  finally 

7.  A concluding  lullaby  in  C on  the  woodwinds. 

A minute  fragment  of  the  piece  was  played  at  Tanglewood  in  1993,  conducted  by 
Daniel  Harding.  Khorovod  was  commissioned  by  the  London  Sinfonietta  and  was 
completed  at  the  end  of  1994,  and  revised  the  following  year.  The  first  performance 
was  given  by  the  London  Sinfonietta  last  December  under  their  Principal  Conductor, 
Markus  Stenz.  It  is  dedicated  to  Oliver  Knussen. 

—Julian  Anderson 


KENNETH  HESKETH 

Gyrus  from  Theatrum,  for  chamber  ensemble  (world  premiere;  1996  Paul  Fromm  Aws.  j 
commissioned  jointly  by  the  Tanglewood  Music  Center  and  the  Fromm  Music 
Foundation) 


Ralph  Allen,  violin  Todd  Skitch,  flute,  piccolo 
Chi-Chuan  Teng,  viola  Lisa  McCullough,  oboe 
Doris  Hochscheid.  cello  Michael  Bepko,  clarinet 
Xinlai  Jiang,  bass  Amanda  McIntosh,  clarinet 
Tomoko  Sato,  harp 
Alon  Goldstein,  piano,  harpsichord 
Albert  Kim,  celesta 

Lorenzo  Ferrandiz-Carrillo.  Edward  Atkatz, 

Michael  Sharkey,  percussion 

Kenneth  Hesketh  was  bom  in  1968  and  studied  at  the  Royal  College  of  Music  in  London  w U 
Edwin  Roxburgh.  Simon  Bainbridge.  and  Joseph  Horovitz.  Prior  to  attending  the  RCM,  Hesk.m 
had  already  had  performances  by  the  National  Youth  Orchestra  of  Great  Britain,  the  National 
Children’s  Orchestra,  and  the  Royal  Liverpool  Philharmonic  Orchestra,  among  others.  As  a 
college  student  he  completed  his  first  formal  commission  for  the  Royal  Liverpool  Philharmonic 
Orchestra  under  Sir  Charles  Groves.  This  work,  Harlequin , was  later  broadcast  on  BBC  Rad  • ' * 
and  performed  in  London  as  part  of  a celebration  of  25  years  of  contemporary  music  at  the  R?  vs 
College  of  Music.  After  attending  Tanglewood  in  1995,  where  he  studied  with  Henri  DutilJenx 
and  Oliver  Knussen,  he  received  commissions  from  the  Fromm  Foundation  at  Harvard 
University,  the  London  contemporary  pop  group  “Continuum,”  and  the  European  City  of  Cul  m 
1996  (Copenhagen)  for  a movement  for  a Requiem  constructed  from  commissioned  composer? 
from  within  the  European  community.  In  1996,  Hesketh  was  awarded  the  Shakespeare 
scholarship,  at  the  behest  of  Maestro  Simon  Rattle,  for  the  Toepfer  Foundation,  and  in  1997  he 
will  begin  a year’s  residency  in  Germany.  The  composer  has  provided  the  following  comment-* 
on  his  new  piece: 

Gyrus  takes  two  sections  from  THEATRUM,  a piece  written  for  the 
Tanglewood  Music  Center,  and  forms  a summation  of  the  main  thematic 
preoccupations  in  the  latter  work,  which,  due  to  overt  techical  demands,  could  not  be 
performed  in  its  entirety.  The  word  “Gyrus”  comes  from  the  Latin  word  for  “round. 


and  the  piece  can  be  seen  as  a series  of  round-dances  with  notable  solos  for  each  of 
the  woodwind  performers.  Each  dance  section  within  Gyrus  quotes  material  from 
other  movements  within  Theatrum.  Opening  with  material  taken  from  the  4th 
movement  of  Theatrum  (“...Solis  Perfunditor...”)  the  first  section  of  Gyrus  casts  up 
various  woodwind  figures  over  a procession  of  piano,  vibraphone,  and  glockenspiel 
chords.  After  reaching  a florid  bass  clarinet  solo,  matenal  preceding  the  5th 
movement  in  Theatrum , the  second  half  of  Gyrus , is,  in  effect,  the  original  6th  and 
last  movement.  Various  isorhvthmic  figures  are  set  against  a constantly  shifting  16th- 
note  background  (in  the  upper  strings)  over  which  quotations  of  thematic  material 
and  chordal  progressions  from  Theatrum 's  other  movements  occur.  The  work  ends 
with  a rapid  senes  of  “cell”  quotations  (some  only  a bar  in  duration),  which  drives 
the  work  to  its  final  “circle.” 


BENEDICT  MASON 

Steep  Ascent  Within  and  Away  From  a Non-European  Concert  Hall  (world  premiere:  1995 
Paul  Fromm  Award) 

Dana  Christensen,  Joshua  Garrett,  Haley  Hoops,  Neil  Kimel, 

Michael  Mayhew,  Jennifer  Montone,  horns 
Marcos  Max  Vails  Martin,  James  Nova,  Jarod  Vermerte, 
trombones 

Benedict  Mason  studied  at  King’s  College,  Cambndge.  and  the  Royal  College  of  An,  where  he 
desired  to  become  a film-maker.  This  choice  bespeaks  a strong  visual  sense,  and  that  is 
something  that  Mason  has  revealed  in  a number  of  his  musical  works,  which  may  be  scored  not 
only  for  pitch  and  rhythm  and  dynamics,  and  so  on,  in  the  normal  way,  but  also  with  precise 
indications  of  the  musicians’  movements  and  gestures,  thus  turning  a piece  of  music  that  might 
normally  be  regarded  as  an  abstract  structure  into  a composition  that  has  distinct  theatrical 
elements.  His  more  recent  pieces  reflect  an  interest  in  spatiality  and  acoustics,  especially  as  they 
pertain  to  different  concert-giving  environments.  Such  is  the  case  with  Steep  Ascent  Within  and 
Away  From  a Non-European  Concert  Hall,  concerning  which  the  composer  has  provided  the 
following  commentary: 

In  the  past  two  years  I have  composed  a number  of  works  for  specific  European 
concert  halls  and  their  associated  ensembles.  For  the  Ensemble  Modem  and  the 
Radio  Sinfonie  Orkest  in  Frankfurt;  the  Ensemble  Intercontemporain  in  Paris:  the 
London  Sinfonietta;  the  ASKO  ensemble,  and  the  Schoenberg  Ensemble  and  the 
Nederlands  Kamerkoor  in  .Amsterdam. 

This  afternoon’s  piece  continues  this  spatial  and  theatrical  endeavor  and  has 
been  specifically  composed  for  the  superb  acoustics,  setting,  and  architecture  of  Seiji 
Ozawa  Hall,  although  I would  stress  that  it  can  (like  the  other  pieces)  be  performed 
in  any  hall. 

The  musical  material  of  this  piece  puts  a certain  emphasis  on  real  or  illusory 
acoustig  phenomena  brought  about  through  distance,  resonance,  location,  and 


movement.  For  example,  natural  delay— sound  travels  relatively  slowly  at  only  1088 
feet  per  second  and  the  musicians  become  very  far  apart  from  each  other  in  this 
piece;  and  also  the  beating  caused  by  the  phasing  of  two  tones  played  closely 
together  in  pitch. 

The  musicians  explore  the  interior  and  exterior  of  the  hall  and  its  immediate 
environs  in  a Thoreau-ly  Ivesian  tributes  to  New  England  by  a reluctant  native  of  Old 
England. 

I would  like  to  pay  tribute  to  the  musicians,  especially  the  six  horn  players, 
under  the  careful  eye  and  ear  of  William  Purvis,  who  have  put  in  so  much  work  and 
commitment  to  play  very  demanding  material. 

—Benedict  Mason  (©  Copyright  1996) 


STEVE  REICH 
Tehillim 


Ursula  Nelius.  Anuschka  Franken,  Andrew  Grams, 

Shigetoshi  Furuta.  violins 
Karin  Brown.  Paul  Reynolds,  violas 
Rebecca  Carrington.  Iris  Jortner,  cellos 
John  Grillo.  bass 

Lisa-Maree  Amos,  piccolo  Lora  Schaefer,  oboe 
Todd  Skitch.  flute  Erin  Gustafson,  English  hom 
Carey  Bell,  Amanda  McIntosh,  clarinets 
Edward  Atkatz.  Lorenzo  Ferrandiz-Carrillo.  Eric  Millstein. 

Joseph  Pereira,  Michael  Sharkey,  Matthew  Strauss,  percussion 
Marta  Aznavoorian.  Albert  Kim.  Xak  Bjerken, 

Jean  Schneider,  keyboards 

Steve  Reich  (bom  New  York,  October  3,  1936)  has  been  one  of  the  leading  composers  of 
"minimalist"  music  since  the  late  1960s.  For  nearly  three  decades,  he  has  used  a variety  of 
technical  and  expressive  devices  with  increasing  richness  (to  such  an  extent  that  "minimalism" 
has  long  ceased  to  be  an  appropriate  term  for  his  music).  Early  on  he  discovered  that  spoken 
words  on  tape  had  a musical  quality  (that  is.  a rhythm  and  melody)  of  their  own.  It's  Gonna  Rain 
(1965)  and  Come  Out  (1966)  took  a taped  phrase  of  only  a few  words  ("come  out  to  show  them" 
in  the  latter  example)  and  developed  it  on  tape  with  overlapping  and  shifted  repetitions  to  create 
an  elaborate  piece  of  music  of  canonic  imitations  that  turned  the  spoken  words  into  music. 

Later  on  he  concentrated  on  music  for  live  instruments,  especially  percussion  (he  is 
himself  a percussionist)  or  for  percussion  with  melody  instruments.  From  the  smallest  scale 
{Clapping  Music  [1972]  for  two  performers  clapping  their  hands)  to  the  largest  {Drumming 
[1971],  a ninety-minute  score  for  large  ensemble)  his  music  tended  to  elaborate  a single  rhythmic 
cell  or  idea  in  ways  suggested  to  him  by  his  experiences  in  Ghana  in  1970,  using  rhythm  without 
recourse  to  melody  to  create  a musical  structure. 

Since  1972  he  has  retained  his  fundamental  interest  in  rhythm  while,  increasingly, 
bringing  harmonic  elements  to  play  again  in  his  music,  notably  in  Tehillim  (1982),  a central 
work  in  his  move  away  from  the  simplest  forms  of  "minimalism,”  which  exists  in  both  chamber 
and  orchestral  forms.  The  performance  of  the  latter  version  by  the  New  York  Philharmonic  was 
one  of  the  first  signs  of  the  acceptance  of  minimalist  works  into  the  customary  environs  of 


orchestral  music-making.  Even  more  elaborate  was  The  Desert  Music , settings  of  poetry  by 
William  Carlos  Williams,  premiered  in  Cologne,  Germany,  in  1984.  It  went  beyond  the 
generally  diatonic  structures  of  most  earlier  minimalist  music  to  include  a significant  element  of 
chromaticism. 

Tehillim  was  commissioned  by  South  German  Radio  (SDR),  Stuttgart;  the  West  German 
Radio  (WDR),  Cologne;  and  the  Rothko  Chapel,  Houston.  Additional  support  was  received  from 
Betty  Freeman.  The  Rockefeller  Foundation,  and  The  Memorial  Foundation  for  Jewish  Culture. 
The  first  complete  performance  of  the  ensemble  version,  with  Reich  and  his  musicians, 
conducted  by  George  Manahan,  took  place  on  September  20.  1981.  at  the  GroBer  Sendesaal 
of  West  German  Radio  in  Cologne.  Zubin  Mehta  led  the  New  York  Philharmonic  in  the  first 
performance  of  the  chamber  orchestra  version  at  Avery  Fisher  Hall,  New  York,  on  September  16, 
1982. 

Regarding  this  work,  the  composer  provided  the  following  commentary  in  the  published 

score: 

Tehillim  (pronounced  "teh-hill-leem")  is  the  original  Hebrew  word  for  "Psalms." 

Literally  translated  it  means  "praises."  and  it  derives  from  the  three  letter  Hebrew 
root  hey,  lamed , lamed  (hlF),  which  is  also  the  root  of  halleluyah.  Tehillim  is  a setting 
of  Psalms  19:2-5  (19:1-4  in  Christian  translations),  34:13-15  (34:12-14),  18:26-27 
(18:25-26),  and  150:4-6. 

The  ensemble  version  is  scored  for  four  women’s  voices  (one  high  soprano, 
two  lyric  sopranos,  and  one  alto),  piccolo,  flute,  oboe,  English  hom,  two  clarinets, 
bassoon  (optional),  six  percussion  (playing  small  tuned  tambourines  with  no  jingles, 
clapping,  maracas.  marimba,  vibraphone  and  crotales),  two  electric  organs,  two 
violins,  viola,  cello,  and  bass. 

The  tambourines  without  jingles  used  in  the  score  are  perhaps  similar  to  the 
small  drum  called  tof  in  Hebrew  in  Psalm  150  and  several  other  places  in  the  Biblical 
text.  Hand  clapping  as  well  as  rattles  were  also  commonly  used  throughout  the 
Middle  East  in  the  Biblical  period,  as  were  small  pitched  cymbals.  Beyond  this  there 
is  no  musicological  content  to  Tehillim.  No  Jewish  themes  were  used  for  any  of  the 
melodic  matenal.  One  of  the  reasons  I chose  to  set  the  Psalms  as  opposed  to  parts  of 
the  Torah  or  Prophets  is  that  the  oral  tradition  among  Jews  in  the  West  for  singing 
Psalms  has  been  lost.  (It  has  been  maintained  by  Yemenite  Jews.)  That  means  that,  as 
opposed  to  the  cantillation  of  the  Torah  and  Prophets,  which  is  a living  2500  year  old 
tradition  throughout  the  synagogues  of  the  world,  the  oral  tradition  for  Psalm  singing 
in  the  Western  synagogues  has  been  lost  This  meant  that  I was  free  to  compose  the 
melodies  for  Tehillim  without  a living  oral  tradition  either  to  imitate  or  ignore. 

In  contrast  to  most  of  my  earlier  work.  Tehillim  is  not  composed  of  short 
repeating  patterns.  Though  an  entire  melody  may  be  repeated  either  as  the  subject  of 
a canon  or  variation,  this  is  exactly  closer  to  what  one  finds  throughout  the  history  of 
music.  While  the  four-part  canons  in  the  first  and  last  movements  may  well  remind 
some  listeners  of  my  early  tape  pieces  It ’s  Gonna  Rain  and  Come  Out , which  are 
composed  of  short  spoken  phrases  repeated  over  and  over  again  in  close  canon. 

Tehillim  will  probably  strike  most  listeners  as  quite  different  from  my  earlier  works. 

There  is  no  fixed  meter  or  metric  pattern  in  Tehillim , as  there  is  in  my  earlier  music. 

The  rhythm  of  the  music  here  comes  directly  from  the  rhythm  of  the  Hebrew  text  and 


is  consequently  in  flexible,  constantly  changing  meters.  This  is  the  first  time  I have 
set  a text  to  music  since  my  student  days  and  the  result  is  a piece  based  on  melody  in 
the  basic  sense  of  that  word. 

--Steve  Reich 


19:2-5 

Ha-sha-my-im  meh-sa-peh-rim  ka-vohd  Kail, 
U-ma-ah-say  ya-dive  mah-gid  ha-ra-ki-ah. 
Yom-le-yom  ya-bee-ah  oh-mer, 

Va-ly-la  le-ly-la  ya-chah-vev  da-aht. 
Ain-oh-mer  va-ain  deh-va-rim. 

Beh-Ii  nish-mah  ko-lahm. 
Beh-kawl-ha-ah-retz  ya-tzah  ka-vahm, 
U-vik-tzay  tay-vail  me-lav-hem. 

34:13-15 

Mi-ha-ish  hey-chah-faytz  chah-yim, 

Oh-hayv  yah-mim  li-rote  tov? 

Neh-tzor  le-shon-chah  may-rah, 
Uus-fah-tay-chah  mi-da-bavr  mir-mah. 

Sur  may-rah  va-ah-say-tov. 

Ba-kavsh  sha-lom  va-rad-fav-hu. 


The  heavens  declare  the  glory  of  G-d, 
the  sky  tells  of  His  handiwork. 

Day  to  day  pours  forth  speech, 
night  to  night  reveals  knowledge. 

Without  speech  and  without  words 
Nevertheless  their  voice  is  heard. 

Their  sound  goes  out  through  all  the  earth, 
and  their  words  to  the  end  of  the  world. 


Who  is  the  man  that  desires  life, 
and  loves  days  to  see  good? 

Guard  your  tongue  from  evil, 
and  your  lips  from  speaking  deceit. 
Turn  from  evil,  and  do  good. 

Seek  peace  and  pursue  it.  > 


Pause 


18:26-27 

Im-chah-sid,  tit-chah-sahd. 
Im-ga-var  ta-mim,  ti-ta-mahm. 
Im-na-var,  tit-bah-rar, 
Va-im-ee-kaysh,  tit-pah-tal. 

150:4-6 

Hal-le-lu-hu  ba-tof  u-ma-chol, 
Hal-le-lu-hu  ba-mi-nim  va-u-gav. 
Hal-le-lu-hu  ba-tzil  tz-lay  sha-mah, 
Hal-le-lu-hu  ba-tzil-tz-lay  ta-ru-ah. 
Kol  han-sha-ma  ta-ha-lai  1 ! Yah, 
Ha-le-yu-yah. 


With  the  merciful  You  are  merciful. 
With  the  upright  You  are  upright. 

With  the  pure  You  are  pure, 

and  with  the  perverse  You  are  subtle. 

Praise  Him  with  drum  and  dance, 
praise  Him  with  strings  and  winds. 
Praise  Him  with  sounding  cymbals, 
praise  Him  with  clanging  cymbals. 

Let  all  that  breathes  praise  the  Eternal 
Halleluyah. 


EDGARD  VARESE 
Offrandes 


Biliana  Voutchkova,  Julide  Yalcin.  Cristina  Buciu, 

Salley  Koo,  Duane  Padilla,  first  violins 
Hilary  Foster,  Lisa  Hansen,  Stefanie  Rjego,  Ursula  Nelius,  second  violins 
Jessie-Leah  Greenbaum.  Chi-Chuan  Teng,  Karin  Brown,  violas 
Jan  Muller-Szeraws,  Aron  Zelkowicz,  cellos 
Eric  Larson,  Donald  Howey,  basses 
Lisa-Maree  Amos,  flute  Carey  Bell,  clarinet 
Todd  Skitch.  piccolo  Jose  Lozano,  bassoon 
Lisa  McCullough,  oboe  Michael  Mavhew.  horn 
Mark  Flegg,  trumpet  Jarod  Vermette.  trombone 
Tomoko  Sato,  harp 

Edward  Atkatz.  Eric  Millstein.  Lorenzo  Ferrandiz-Camllo. 

Michael  Sharkey,  Matthew  Strauss.  Joseph  Pereira,  percussion 
Sarah  Pelletier,  soprano 

Edgar-Victor-Achille  Charles  Varese  (who  later  chose  to  spell  his  first  name  with  a final  "d") 
was  bom  in  Pans  on  December  22,  1883,  and  died  in  New  York  on  November  6,  1965.  Few 
things  irritated  him  more  than  to  be  labeled  a composer  of  "experimental"  music.  It  was  a label 
that  was  attached  to  him  frequently,  since  his  compositions  invariably  forced  audiences  to  listen 
to  unfamiliar  sounds  and  new  sound  combinations,  organized  in  a manner  disconcertingly 
different  from  those  to  which  they  were  accustomed.  Even  the  music  of  Schoenberg— so  often 
regarded  as  a totem  of  difficult  modem  music-offered  more  of  a handle  to  the  earliest  audiences 
than  the  works  of  Varese.  Schoenberg,  after  all.  continued  to  write  in  a texture  and  aesthetic 
derived  from  the  German  romantic  tradition  going  back  to  Wagner.  Brahms,  and  earlier,  however 
complex  his  themes  and  his  harmonies  became.  But  Varese  had  little  interest  in  the  linear 
structures  of  Schoenberg  and  his  pupils.  He  composed  music  from  an  altogether  different  point 
of  view.  Hence  the  epithet  "experimental";  when  used  this  way,  of  course,  the  term  is  usually 
pejorative,  implying  that  the  music  does  not  succeed  in  its  aims.  Varese  sought  all  his  life  to 
"liberate"  sound,  to  stretch  the  range  of  possibilities  for  its  use  in  music.  He  chafed  at  the 
restrictions  inherent  in  the  conventional  instruments,  their  traditional  manner  of  use.  standard 
scales  and  tunings.  He  longed  for  and  confidently  expected  the  development  of  new  wavs  of 
producing  sounds.  As  long  ago  as  1917(1)  he  wrote. 

Music,  which  should  pulsate  with  life,  needs  new  means  of  expression,  and  science 
alone  can  infuse  it  with  youthful  vigor. ..I  dream  of  instruments  obedient  to  my 
thought  and  which  with  their  contribution  of  a whole  new  world  of  unsuspected 
sounds,  will  lend  themselves  to  the  exigencies  of  my  inner  rhythm. 

Varese's  music  is  entirely  sui  generis , and  he  spent  so  much  time  and  energy  with  his 
"experiments"  (which  were  not  released  to  the  world)  that  he  left  only  a dozen  finished  pieces  (of 
which  Ameriques  is  the  earliest)— a far  smaller  number  than  that  of  any  other  composer  of  similar 
importance.  Yet.  as  Paul  Griffiths  notes  in  his  article  on  Varese  in  The  New  Grove  Dictionary  of 
American  Music,  few  composers  of  our  time  have  enjoyed  the  respect  of  a wider  range  of  their 
contemporaries  (including  Debussy.  Busoni.  Stravinsky,  and  Schoenberg)  or  have  excited  the 
interest  of  living  composers  as  diverse  as  Babbitt.  Boulez,  Cage,  and  Stockhausen. 

When  Offrandes  was  performed  at  a concert  of  the  International  Composers'  Guild  in  the 


spring  of  1922  (conducted  by  Carlos  Salzedo  with  Nina  Koshetz  as  the  soprano  soloist),  it  was 
the  first  work  by  Varese  that  the  composer  himself  had  heard  performed  since  1910.  It  consists  of 
two  songs  for  soprano  and  chamber  orchestra,  each  about  four  minutes  long:  Le  Chanson  de  La- 
haut  and  La  Croix  du  Sud.  Salzedo  himself  was  the  dedicatee  of  the  second  song,  while  the 
composer’s  new  wife,  Louise,  received  the  dedication  of  the  first.  She  wrote  in  the  first  volume 
of  a never-finished  biography  of  the  composer  that  the  audience  was  loudly  enthusiastic  about 
these  songs-- the  last  time  for  many  years  that  any  music  of  Varese’s  would  receive  a warm 
welcome. 


Le  Chanson  de  La-Haut 

Song  from  On  High 

La  Seine  dort  sous  T ombre  de  ses  ponts. 

Je  vois  toumer  la  terre 
Et  je  sonne  mon  clairon 
Vers  toutes  les  mers. 

The  Seine  sleeps  in  the  shadow  of  its 
bridges. 

I watch  Earth  spinning 
and  I sound  my  trumpet 
Toward  all  the  seas. 

Sur  le  chemin  de  ton  parfum 

Toutes  les  abeilles  et  les  paroles  s’en  vont. 

Reine  de  1’Aube  des  Poles, 

Rose  des  Vents  que  fane  fAutomne! 

Dans  ma  tete  un  oiseau  chante  toute  l’annee. 
--Vincente  Huidobro 

On  the  pathway  of  her  perfume 
All  the  bees  and  all  the  words  depart. 
Queen  of  the  Polar  Dawns, 

Rose  of  the  Winds  that  Autumn  withers! 
In  my  head  a bird  sings  all  year  long. 

La  Croix  du  sud 

The  Southern  Cross 

Les  femmes  aux  gestes  de  madrepore 
Ont  des  poils  et  des  levres  rouges 
d’orchidee. 

Women  with  gestures  of  madrepores 
have  lips  and  hair  as  red  as  orchids. 

Les  singes  du  Pole  sont  albinos, 

Ambre  et  neige  et  sautent 
Vetus  d’aurore  boreale. 

Dans  le  ciel  y a une  affiche 
D'Oleo  margarine. 

Voici  l’arbre  de  la  quinine 
Et  la  Vierge  des  douleurs. 

Le  Zodiaque  toume  dans  la  nuit  de  fievre 
jaune. 

La  pluie  enferme  tout  le  Tropique 
Dans  une  cage  de  cristal. 

C’est  fheure  d’enjamber 
Le  crepuscule 

Comme  un  zebre  vers  file  de  jadis 
Ou  se  reveillent  les  femmes  assassinees. 

-Jose  Juan  Tablada 

The  monkeys  at  the  Pole  are  albinos, 
amber  and  snow,  and  frisk 
dressed  in  the  aurora  borealis. 

In  the  sky  there  is  a sign. 

Oleomargarine. 

Here  is  the  quinine  tree 
and  the  Virgin  of  the  Sorrows. 

The  Zodiac  revolves  in  the  night  of  yellow 
fever. 

The  rain  holds  the  tropics 
in  a crystal  cage. 

It  is  the  hour  to  stride 
over  the  dusk 

like  a zebra  toward  the  Island  of  Yesterday 
Where  the  murdered  women  wake. 

TORU  TAKEMITSU 


Archipelago  S 


liana  Blumberg,  Wenyi  Shih,  violins 
Abigail  Kubert,  Kate  Holzemer,  violas 
Nicholas  Tzavaras,  Rebecca  Carrtngton,  cellos 
John  Grillo,  bass 

Lisa-Maree  Amos,  flute,  alto  flute 
Lora  Schaefer,  oboe,  oboe  d'amore 
Michael  Bepko,  Amanda  McIntosh,  clarinets 
Kenneth  Moses,  bassoon 
Neil  Kimel,  Jennifer  Montone,  horns 
David  Prentice,  trumpet 

Marcos  Max  Vails  Martin,  James  Nova,  trombones 
Tomoko  Sato,  harp 
Albert  Kim,  celesta 

Edward  Atkatz,  Eric  Millstein,  percussion 

Torn  Takemitsu  was  bom  in  Tokyo.  Japan,  on  October  8,  1930,  and  died  there  on  February  20, 
1996.  He  was  one  of  Japan's  best-known  composers,  both  at  home  and  in  the  West.  His  career 
came  about  as  an  unlikely  result  of  an  accident  that  occurred  when  he  was  sixteen.  While 
mountain  climbing,  he  dropped  his  camera  into  a waterfall.  In  trying  to  retrieve  it,  he  caught 
pneumonia,  and  was  forced  to  spend  a long  period  convalescing  at  home.  There  he  listened  to 
music  on  the  radio  for  hours  on  end  and— though  he  had  never  studied  music  up  to  that 
time-decided  to  be  a composer.  He  bought  scores  and  taught  himself  to  play  the  piano.  Though 
he  became  the  private  pupil  of  Kosuji  Kiyose  at  the  age  of  eighteen,  he  is  largely  self-taught  as  a 
composer.  Within  three  years  he  had  organized  Tokyo's  Experimental  Workshop,  a society  for 
the  performance  of  avant-garde  music,  and  in  1966  he  created,  with  Seiji  Ozawa  and  Toshi 
Ichiyanagi,  the  group  Orchestral  Space. 

Takemitsu's  earlier  music  made  fleeting  obeisance  to  the  expressionism  of  the  second 
Viennese  school  or  to  the  melodic  and  harmonic  gestures  of  French  music  in  this  century  from 
Debussy  to  Messiaen.  But  for  the  most  part  his  music  is  entirely  sui  generis.  He  does  not 
concern  himself  with  traditional  theory  or  musical  structures.  His  rhythms  are  irregular  and  very 
flexible.  His  harmonies  are  not  functional.  For  the  most  part,  he  has  been  interested  in  timbre 
and  texture,  in  the  most  varied  and  delicate  colors  of  sound-and,  as  a corollary,  with  silence.  In 
this  respect  his  principle  Western  influence  comes  from  French  music.  Much  of  his  music  finds 
inspiration  in  poetry,  especially  the  work  of  his  favorite  writer,  Mahota  Ooka,  who  is  a 
contemporary  of  the  composer's. 

Takemitsu's  earliest  large  work.  Requiem  for  string  orchestra  (1957),  was  heard  in  1959 
by  Igor  Stravinsky,  who  declared  it  to  be  a masterpiece.  This  came  at  a time  when  the  young 
composer  was  still  regarded  as  an  ill-educated  upstart,  but  Stravinsky’s  praise  played  a vital  role 
in  the  building  of  Takemitsu's  career,  because  it  caused  many  to  reconsider  his  music  and  to  find 
in  it  qualities  that  had  previously  eluded  them.  After  giving  lectures  with  John  Cage  at  the 
East-West  Center  in  Hawaii  in  1964.  Takemitsu  staged  a series  of ''events"  in  Tokyo  in 
collaboration  with  Cage  and  others.  At  the  same  time,  he  became  interested  anew  in  such 
traditional  Japanese  instruments  as  the  biwa  and  the  shakuhachi.  He  used  the  biwa  in  his  1962 
film  score  Seppuku  and  later  employed  both  instruments  in  a sort  of  double  concerto  called 
November  Steps,  composed  in  1967  for  the  125th  anniversary  of  the  New  York  Philharmonic. 


Other  film  scores  have  come  from  his  pen,  including  music  for  the  well-known  1964  film 
Woman  of  the  Dunes  and  the  highly  acclaimed  Ran , a Japanese  version  of  King  Lear,  by  the 
distinguished  director  Akira  Kurosawa.  In  these,  and  in  a large  output  of  pieces  for  orchestra  and 
for  various  instrumental  combinations,  Takemitsu  demonstrated  an  ability  to  fuse  oriental 
musical  gestures  with  those  from  the  West  in  a language  that  is  personal  and  idiomatic. 

Inspiration  from  nature  has  for  centuries  been  one  of  the  most  characteristic  features  of 
Japanese  art,  whether  in  poetry  or  the  visual  arts  or— as  so  often  in  Takemitsu's  work— music.  He 
found  a kindred  spirit  in  Claude  Debussy,  whose  use  of  color  and  light,  rather  than  line,  as  a 
basic  approach,  and  whose  frequent  translation  of  visual  images  into  musical  form,  were  most 
congenial  to  Takemitsu.  A quick  survey  of  titles  makes  clear  his  passion  for  evocations  of  nature 
(sometimes  through  the  mediation  of  lines  of  poetry):  Rain  Coming,  Garden  Rain,  Rain  Spell, 
Waterways,  Waves,  Rain  Tree,  Rain  Dreaming,  Water  Music,  Music  of  Trees,  Tree  Line,  And 
Then  [Knew  'Twas  Wind.  Eucalypts. 

Archipelago  S was  premiered  at  the  Aldeburgh  Festival  under  the  direction  of  Oliver 
Knussen.  The  title  imagines  a link  between  three  seaports  spread  wide  throughout  the  globe: 
Seattle  in  North  .America.  Stockholm  in  Europe,  and  Sapporo  in  Japan.  The  “archipelago”  of  the 
title  is  physically  represented  on  stage  by  the  dividing  of  the  ensemble  into  three  groups,  like 
islands,  spread  as  widely  as  possible.  Two  more  “groups”  (each  consisting  of  a single  clarinet) 
find  their  abode  in  the  right  or  left  balcony.  The  music  unfolds  in  a single  movement,  with  solos 
for  horn  and  trumpet  in  the  middle.  . 

Program  notes  written  and  compiled  by  Steven  Ledbetter 


BALDWIN  PIANO 

The  Tanglewood  Music  Center  acknowledges  with  great  appreciation  the  participation  of  guest 
artist  soprano,  Lucy  Shelton,  as  coach  and  mentor  to  the  singers  in  the  Reich  and  Varese  works 
on  today’s  program. 


Festival  of  Contemporary  Music,  Tanglewood 
Saturday,  August  10,  1996,  at  1 1 pm 
Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

KARLHEINZ  STOCKHAUSEN 
Mantra,  for  two  pianos 

Karlheinz  Stockhausen  (b.  Burg  Modrath,  near  Cologne,  1928)  has  long  been  recognized  as  a 
signal  innovator  in  mid-twentieth  century  music,  having  pioneered  many  aspects  of  electronic 
music,  new  uses  of  physical  space  in  music,  open  forms,  live-electronic  performance,  and  other 
important  developments  of  the  period  starting  around  1950.  His  early  studies  were  marked  by 
the  difficulties  of  post-war  Germany,  exacerbated  by  the  fact  that  Stockhausen  had  been 
orphaned  during  the  war.  He  spent  the  years  1944  to  1947,  when  he  completed  high  school, 
working  as  a stretcher-bearer,  a farmhand,  a pianist  for  dance  classes,  and  a conductor  of 
operettas.  Though  the  piano  was  his  first  instrument,  he  also  played  violin  and  oboe:  wh 
undertaking  musical  studies  at  the  Cologne  Hochschule  fur  Musik.  he  supported  himseit  i 
pianist  playing  jazz  and  light  entertainment  music. 

But  he  was  at  the  same  time  immersing  himself  in  a concentrated  study  of  the  music  of 
Schoenberg,  Stravinsky,  and  Bartok  and  simultaneously  pursuing  an  academic  course  at  the 
University  of  Cologne  in  musicology,  philology,  and  philosophy.  But  the  major  tumi:  ' lint  in 

his  musical  life  came  with  the  discovery  of  the  music  of  Anton  Webern  and  soon  therea.  of 
Messiaen;  these  new  experiences  led  to  his  interest  in  establishing  a means  of  organizing  tne 
various  "parameters"  of  music— pitch,  duration,  intensity,  and  timbre— in  a total  serialization, 
something  that  he  encountered  in  Structures  I by  Pierre  Boulez,  with  whom  he  became  closely 
associated.  During  the  period  immediately  before  the  composition  of  Gruppen  (one  of  his 
seminal  works,  performed  at  Tanglewood  in  August  1994),  Stockhausen  had  created  electronic 
music  as  well  as  works  for  human  performers  and  developed  his  ideas  regarding  the  human 
element  in  performance,  particularly  in  his  Klavierstuc/ce,  the  first  four  of  which  had  mace 
extreme  demands  on  the  performer  calling  for  absolute  values  of  dynamics,  for  example.  In  a 
second  set  ( Klavierstucke  V-X),  Stockhausen  asked  the  performer  to  begin  by  determining  the 
relative  range  of  possibilities,  to  which  the  notation  was  then  applied. 

In  1956,  while  working  on  Gruppen,  he  produced  his  first  major  works  in  both  the 
instrumental  and  electronic  fields,  compositions  that  remain  (via  recording)  among  his  best- 
known  works.  The  first  of  these  is  Zeitmasse  ("Tempos")  for  woodwind  quintet,  built  on  a 
relative  scale  of  tempos  ranging  between  the  longest  and  the  shortest  that  the  player  can 
comfortably  execute,  and  using  that  range  as  the  basis  for  the  serial  manipulation  of  that 
parameter.  The  electronic  work  was  Gesang  der  Junglinge  (Canticle  of  the  Youths),  which 
mixed  electronic  sounds  with  the  manipulated  recording  of  a boy’s  voice  reading  the  Benedicite 
(the  Biblical  song  of  the  three  youths  in  the  burning  fiery  furnace).  It  was  composed  for 
performance  through  five  different  loudspeakers,  spatially  separated,  and  important  precursor  of 
the  spatial  element  that  is  central  to  his  largest  work  Gruppen  ("Groups"),  which  was  completed 
the  following  year  and  had  its  world  premiere  on  March  24,  1958,  in  a performance  of  the 
Cologne  Radio  Symphony  Orchestra  with  Bruno  Madema,  Pierre  Boulez,  and  Stockhausen 
himself  as  the  three  conductors. 

Loudspeakers  play  an  important  role  in  Mantra,  a work  of  1970,  and  another  turning- 


point  for  Stockhausen.  Following  years  in  which  he  had  composed  with  many  extended 
techniques  and  using  innovative  notational  devices.  Mantra  was  the  first  major  score  to  return  to 
a closed  form  and  a generally  explicit  and  traditional  style  of  notation.  The  structure  of  the  work 
grows  out  of  a thirteen-note  melodic-rhythmic  complex,  the  “mantra”  of  the  piece,  a term  coming 
from  Hindu  traditions  of  meditation  in  which  it  denotes  a sound  or  combination  of  simple  sounds 
constantly  repeated  as  an  aid  to  meditation.  The  repetitions  of  the  sound  become,  in  a sense,  one 
with  the  ritual  of  meditation.  Stockhausen’s  work  evidently  employs  the  title  Mantra  because  of 
the  way  in  which  a series  of  sounds— thirteen  pitches  comprising  a complete  set  of  the  chromatic 
scale  ending  with  the  same  note,  A,  on  which  it  began— serves  throughout  as  the  basis  for  musical 
unfolding  and  for  every  structural  element  that  takes  place,  throughout  thirteen  cycles. 

The  basic  form  consists  of  four  segments  separated  by  pauses.  The  upper  voice  unfolds 
the  twelve  notes  of  the  row,  plus  the  added  return  to  the  point  of  origin.  At  the  same  time  the 
lower  voice  is  an  intervallic  inversion  of  the  upper,  with  transposed  segments.  Moreover  each  of 
the  notes  of  the  mantra  has  a specific  character  (some  examples:  A,  the  first  note  = regular 
repetition;  G,  the  seventh  note  = accent  at  the  beginning  of  the  duration;  C,  the  tenth  note  = 
irregular  repetitions  (like  “Morse  code”);  D-Jlat,  the  ninth  note  = staccato,  and  so  on.  Overall  the 
work  consists  of  thirteen  cycles  based  on  the  thirteen  pitches  and  the  thirteen  tonal  characteristics 
of  this  fundamental  melody.  The  first  cycle  is  based  on  A and  employs  its  characteristic  regular 
repetition.  The  seventh  cycle,  based  on  G,  for  example,  uses  its  characteristic  accent  at  the 
beginning,  and  the  ninth  cycle,  based  on  D-Jlat , employs  the  staccato  attack. 

But  there  is  still  more  to  the  organization  of  Mantra  than  this.  Because  we  hear  not  only 
the  sounds  directly  produced  by  the  two  pianos,  but  also  electronic  manipulations  of  those 
sounds  through  two  sine-wave  generators,  one  for  each  player.  As  the  work  progresses,  these 
generators  are  set  at  the  fundamental  tone  of  the  cycle  and  the  “mirror”  pitch  produced  by 
interval  inversion.  Thus,  the  generators  play  the  basic  formula  of  the  mantra  in  the  large  over  the 
entire  course  of  the  70-plus  minutes  of  the  score. 

These  frequencies  are  then  fed  into  two  ring-modulators,  one  for  each  performer,  and 
these  form  new  complex  sonorities  derived  from  the  sums  and  differences  of  the  sound 
frequencies  they  receive  as  input.  This  happens  simultaneously  with  the  live  performance  on  the 
two  pianos,  so  that  the  listener  hears  the  “live”  sounds  of  the  pianos,  the  same  sounds 
electronically  amplified,  and  the  sonorities  derived  from  the  ring-modulators. 

The  middle  level  of  the  thirteen  cycles  generally  expresses  the  character  of  the  pitch  that 
represents  that  numerical  point  in  the  cycle,  though  this  happens  with  considerable  freedom.  But 
Stockhausen  also  varies  the  form  of  the  mantra  through  certain  principles  of  transformation.  The 
basic  form  of  the  mantra  runs  for  fifty-three  quarters.  Stockhausen  also  compresses  or  expands 
this  unit,  approximately  (53  when  repeatedly  halved  produces  27,  14,  7,  and  3;  when  doubled,  it 
produces  106  and  212  units  of  time).  When  arranged  in  order  from  smallest  to  largest,  this 
produces  ratios  of  roughly  1:2:4:8:16:32:64. 

Needless  to  say,  even  so  detailed  a listing  of  organizational  devices  as  this  one,  which 
really  only  begins  to  touch  the  surface  of  the  work’s  complex  facture,  fades  away  when  actually 
listening.  Elaborate  organization  and  remarkable  freedom  join  in  the  creation  of  an  extraordinary, 
gigantic,  challenging  score. 

Program  notes  written  and  compiled  by  Steven  Ledbetter 
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This  Tanglewood  Music  Center  concert  is  sponsored  by 
Natalie  and  Murray  S.  Katz: 


STEVEN  MACKEY  Indigenous  Instruments 

Beth  Kipper,  violin 
Lawrence  Stomberg,  cello 
Hilary  Lynch,  flute,  alto  flute 
Jean-Philippe  Vivier,  clarinet 
Jean  Schneider,  piano 
Norman  Fischer,  conductor 

Bom  in  West  Germany  in  1956,  Steven  Mackey,  now  teaching  at  Princeton  University,  was 
trained  as  a guitarist  and  lutenist.  He  has  received  the  Kennedy  Center  Friedheim  Award,  a 
Charles  Ives  Scholarship,  and  fellowships  from  the  Guggenheim  Foundation  and  the  National 
Endowment  for  the  Arts. 

Indigenous  Instruments  is  intended  to  be,  in  the  composer’s  words,  “an  ethnic  music  for  a 
culture  that  doesn’t  exist.  The  work  calls  for  several  kinds  of  performance  that  are  common  in 
“folk”  traditions,  but  relatively  rare  in  western  art  music,  such  as  the  “bending”  of  pitches 
(particularly  when  tuned  microtonally).  The  cello  is  retuned  in  such  a way  that  only  the  bottom 
C -string  remains  at  its  customary  pitch.  The  G-string  is  tuned  down  by  a quarter-tone  (so  that  its 
pitch  lies  between  F#  and  G),  the  D-string  is  tune  up  to  E-flat  plus  a quarter-tone  (so  that  its  pitch 
is  between  E-flat  and  E-natural,  thus  producing  a minor  sixth  with  the  open  (retuned)  G-string. 
And  the  A-string  is  tuned  down  to  F. 

The  three  movements  of  the  piece  suggest  “ethnic”  musics  in  different  ways.  The  first 
movement  has  dancelike  properties  throughout  (though  often  very  complex,  with  the  conducted 
meter  representing  a lowest  common  denominator  against  which  the  instruments  produce  a very 
complex  melange  of  rhythms  against  one  another.  The  composer’s  performance  indications  to 
the  players  are  filled  with  sly  comments,  such  as  “Too  grand  to  be  believed,”  which  occurs  near 
the  middle  of  the  first  movement— just  before  a brief  collapse  and  a new  start  marked  “fast  and 
goofy.”  The  entire  movement  builds  to  another  wild  climax  and  deflates  suddenly  at  the  end. 

The  second  movement  has  a floating  character;  activity  is  suspended,  and  the  instruments 
sound  almost  like  wind  chimes,  which  play  of  their  own  accord  when  impelled  by  an  outside 
force.  This  closes  directly  into  the  beginning  of  the  fast  third  movement,  which  the  cello  starts 
off,  pizzicato , sounding  rather  like  an  African  thumb  piano.  For  this  movement  the  violin’s  G- 
string  is  tuned  way  down,  a whole  octave  plus  a quarter-tone,  and  the  players  uses  only  that 
string  for  the  duration  of  the  movement,  mostly  to  produce  an  almost  vocal,  “bent”  sound,  or  a 
kind  of  plain  chant  melody.  The  energy  level  builds  to  “exuberant,  dangerous,”  and  then 
gradually  recedes  into  the  distance. 


THEO  LOEVENDIE 
Six  Turkish  Folkpoems 


Dennis  O'Boyle,  violin  Dionne  Marie  Hansen,  flute 
Marika  Kobayashi,  cello  Sarah  Elbaz,  clarinet 
Valerie  Muzzolini,  harp  Eric  Millstein,  percussion 
Stewart  Goodyear,  piano 
Kimberly  Gratland,  mezzo-soprano 
William  Purvis,  conductor 

Special  thanks  to  Julide  Yalcin  for  her  help  with  diction  and  translations. 

Theo  Loevendie  was  bom  in  Amsterdam  on  September  17,  1930.  He  studied  composition  an 
clarinet  in  Amsterdam,  but  turned  at  first  to  jazz  composition  because  he  found  that  he  had  "ur 
affinity  with  the  serialist  approach  that  was  dominant  in  those  years.  As  director  of  the  Theo 
Loevendie  Consort,  he  was  one  of  The  Netherlands’  leading  jazz  musicians.  In  1968  he  created 
his  first  classical  work,  Scaramuccia , for  clarinet  and  orchestra.  Since  that  time  he  has  become 
widely  known  as  one  of  the  leading  composers  in  The  Netherlands  today. 

Six  Turkish  Folksongs  was  Loevendie’ s first  vocal  composition.  Commissioned  by  the 
Amsterdam  Arts  Fund  for  soprano  Dorothy  Dorow,  who  sang  the  first  performance  at  the  i 
Holland  Festival;  Reinbert  de  Leeuw  conducted.  It  illustrated  Loevendie’s  interest  in  the  old 
Medieval  technique  of  isorhythm,  in  which  a certain  rhythmic  pattern  is  repeated  over  and  q\  c :> 
as  applied  to  a melodic  line,  which  might  also  be  stated  more  than  once.  The  six  short  Turkish 
texts  cover  some  of  the  most  fundamental  themes  of  song— love,  death,  and  loneliness— but  bail 
into  a strict  musical  architecture  that,  paradoxically,  sounds  freely  invented. 


$u  daglar  olmasaydi 
Qipegi  solmasaydi 
Bir  aynlik  bir  oliim 
Ne  olur  olmasaydu 


If  only  there  were  no  mountains 
If  only  flowers  would  never  wither 
If  only  there  were  no  separation  and  death 


Mercimek  kile  kile 
Doldurdum  sile  sile 
Kopek  kocani  gordiim 
Katildim  giile  giile 


Many  times  I filled  the  measuring  can  with 
lentils 

The  sight  of  your  cringing  husband 
made  me  double  up  with  laughter 


Ak  gelin  alii  gelin 
Her  yam  pullu  gelin 
Neden  yasli  durursun 
Kocan  asker  mi  gelin? 


Girl,  with  white  skin  and  red  dress 
All  over  sequins 
Why  are  you  so  sad? 

Is  it  that  your  husband  is  a soldier,  girl? 


Al  pubamn  hasmi 
Kaldirdim  yakasim 
Bir  ananin  u?  oglu 
Seqtim  aldun  hasim 


Take  the  best  of  the  cloaks 
I have  turned  up  the  collar 
From  the  three  sons  of  a mother 
I have  taken  the  best. 


Karpuz  kestim  yiyen  yok 
Halin  nedir  diyen  yok 


I have  sliced  a watermelon;  there  is  no  one  to 
share  it,  no  one  to  ask  after  me 


Yenile  bir  yar  sevdim 
Goziinaydin  diyen  yok 

Dolu  musun  bo§  musun? 
Yar  benden  ho§nut  musun? 
Yikilsin  meyhaneler 
Sen  gene  sarho§  musun?! 

OSVALDO  GOLIJOV 
Yiddish  Ruakh 


I have  a new  lover 

There  is  no  one  to  congratulate  me 

Are  you  busy,  are  you  free? 

My  love,  are  you  content  with  me? 

O,  for  the  ruination  of  the  wine  shops! 
Are  you  drunk  again? 


Trio  I 

Glen  Cherry,  violin  Emily  Schaad,  viola 

- Alexandra  Mackenzie,  cello 
Trio  II 

Candace  Guirao,  violin  Sun-Young  Lee,  viola 
Rupert  Thompson,  cello 
Trio  III 

John  Kim,  violin  Kimberly  Foster,  viola 

Paige  Riggs,  cello 
Sarah  Elbaz,  clarinet 
Haley  Hoops,  Joshua  Garrett,  horns 
Marta  Aznavoorian,  piano 
Stefan  Asbury,  conductor 

Osvaldo  Golijov  was  bom  in  La  Plata,  Argentina,  in  1960.  He  studied  with  Gerardo  Gandini  and 
later  with  Mark  Kopytman  at  the  Rubin  Academy  of  Jerusalem  and  with  Franco  Donatom  at 
Accademia  Musicale  Chigiana  in  Siena.  In  1986  he  came  to  the  United  States,  where  he  earned 
his  doctorate  at  the  University  of  Pennsylvania;  his  teachers  there  included  George  Crumb, 
Richard  Wemick,  and  Jay  Reise.  He  was  a Fellow  in  composition  at  the  Tanglewood  Music 
Center  in  1990,  where  he  studied  with  Lukas  Foss  and  Oliver  Knussen.  He  is  currently  Assistant 
Professor  of  Music  at  the  College  of  the  Holy  Cross,  in  Worcester,  Massachusetts. 

In  recent  years,  Golijov  has  been  exploring  what  he  calls  the  "roots  and  emanations  of 
different  musics,"  drawing  up  sound  imagery  from  his  own  wide-ranging  background,  including 
Jewish  folk  traditions  as  well  as  tango  and  other  Latin  .American  genres.  These  often  become  the 
starting  point  for  his  writing,  though  they  appear  in  his  work  in  different  stages  of 
transformation,  turning  into  something  else  entirely  or  even  disappearing  altogether,  though 
remaining  as  the  basic  ground  for  the  varied  textures  and  musical  "behaviors"  in  his 
compositions. 

The  composer  has  provided  the  following  commentary  on  Yiddish  Ruakh : 

In  1987,  while  spending  part  of  the  summer  back  in  La  Plata,  I arranged  twenty-one 
Yiddish  songs  for  my  former  music  teacher  at  the  Jewish  grade  school,  who  sang 
them  there  with  a local  piano  trio.  I hadn’t  spoken  Yiddish  since  the  death  of  my 
grandmother,  when  I was  eight,  and  the  work  on  these  songs  brough  back  many 
memories.  During  the  following  months,  back  in  the  U.S.,  I gradually  started  to 
forget  these  songs  again.  By  the  summer  of  1990,  when  I was  a Fellow  here  at 


Tanglewood,  there  was  only  one  song  still  imprinted  in  my  mind,  a lullaby  called 
“Dark  Clouds,”  which  kept  haunting  me  with  methodical  unpredictability.  I decided 
to  exorcize  it  through  a composition,  which  was  started  by  “photographing”  and 
“magnifying”  the  lullaby’s  harmonic  progression,  and  by  freezing  the  gorgeous 
schmaltzy  rubati  that  my  teacher  would  turn  into  new,  legitimate  time  frames.  I 
scored  this  slowly  evolving  landscape  for  piano,  two  horns,  and  three  string  trios,  and 
gave  the  melody,  transposed  up  by  a few  overtones,  to  the  clarinet.  As  soon  as  I 
started  Yiddish  Ruakh  (“Yiddish  spirit”),  the  refrain  of  It ’s  Burning,  a song  composed 
by  Mordechai  Gebirtig  in  1938  in  Poland,  appeared  suddenly,  and  stayed  stubbornly 
obsctructing  “Dark  Clouds.”  I decided  to  displace  “It’s  Burning”  to  the  end  of  the 
piece  and  use  it  as  an  attractor,  so  that  the  form  of  the  composition  would  be  a 
sustained  modulation  from  one  song  to  the  other. 

Yiddish  Ruakh  was  premiered  in  August  1990  by  Fellows  of  the  Tangle'-  coo 
Music  Center,  conducted  by  Stefan  Asbury,  who,  to  my  immense  happiness,  is  cine 
it  again  today. 

-Osvaldo  Golijov 


KAROL  SZYMANOVSKY 
Slopiewne,  Opus  46 


Yuko  Tomonaga,  violin  Hilary  Lynch,  flute 
Daniel  Padilla,  violin  Rebecca  Schweigert,  oboe 
Hui-Fang  Hsu,  viola  Jean-Philippe  Vivier,  clarinet 
Anne  Lindeskov,  viola  Vance  Lee,  bassoon 

Roy  Harran,  cello  Haley  Hoops,  horn 

Robert  Rohwer,  bass  Miri  Yampolsky,  piano 
Sari  Gruber,  soprano 
Reinbert  de  Leeuw,  conductor 

Karol  Szymanowski  was  bom  in  Tymoszowka,  Ukraine,  on  October  6,  1882,  and  died  in 
Lausanne,  Switzerland,  on  March  29,  1937.  Though  he  is  highly  regarded  in  his  own  country  as 
one  of  the  greatest  composers  of  this  century,  the  Polish  composer  Karol  Szymanowski  has  never 
developed  the  kind  of  general  profile  in  the  United  States  that  would  put  him  into  the  happy 
category  of  "brand-name"  composers,  this  despite  enthusiastic  support  by  a number  of 
performers  over  the  years,  starting  with  his  close  friend  Artur  Rubinstein,  who  premiered  many 
of  his  piano  works.  Sometimes  compared  to  Bartok  as  a nationalist  who  created  a musical 
language  out  of  the  melos  of  his  people,  Szymanowski  may  never  have  the  international  acclaim 
and  influence  of  the  Hungarian  master,  but  he  shares  with  him  a development  from  a late 
Romantic  style  to  a highly  individual  idiom  that  relinquished  traditional  tonality  for  polar  centers 
with  a melodic  style  that  employs  abstracted  elements  of  his  native  folk  song. 

Szymanowski  was  scion  of  a Polish  land-owning  family  whose  estate  at  Tymoszowkc' 
had  ended  up  in  Russia  at  the  time  of  the  partition  of  1793,  yet  he  always  felt  himself  to  be 
purely  Polish.  Karol  and  his  four  siblings  were  all  artistic,  and  two  of  them  became  professicna.1 
musicians.  His  elder  brother  Feliks  was  a pianist  and  composer  of  light  music,  his  sister 
Stanislawa  a successful  soprano  who  frequently  performed  his  works.  When  Karol  was  nineteen, 
his  father  sent  him  to  Warsaw  for  a more  professional  education  than  could  be  obtained  in  the 


country,  though  Warsaw  was  at  the  time  itself  quite  provincial  in  the  musical  world. 

From  an  early  date  he  was  composing  sophisticated  piano  works  and  soon  turned  to  the 
larger  scope  of  the  orchestra.  Many  of  these  early  pieces,  up  to  his  Second  Symphony,  show  the 
influence  of  Reger  and  Strauss.  But  while  working  on  his  first  opera,  Hagith,  for  which  he 
steeped  himself  in  the  culture  and  music  of  the  Arab  lands  and  the  mythology  of  the  classical 
world,  he  also  took  over  many  textural  and  harmonic  ideas  from  Debussy,  Ravel,  and  Scriabin, 
absorbing  their  influence  into  a new  synthesis  of  his  own,  a language  of  sensuous  and  flexible 
chromaticism.  During  this  period  his  major  works  included  the  Third  Symphony  and  the  First 
Violin  Concerto,  as  well  as  the  opera  King  Roger , which  occupied  him  from  1918  to  1924.  By 
the  time  he  completed  King  Roger,  his  enthusiasm  for  Poland's  newly-won  independence  played 
some  role  in  his  adopting  a musical  idiom  that  owed  a great  deal  to  the  folk  music  of  the  Tatra 
highlands  in  southern  Poland,  where  he  had  begun  to  live  for  several  months  of  the  year. 

By  the  1920s  he  had  developed,  as  he  said,  '‘a  fanatic  love  of  the  idea  of  Poland.”  and  this 
is  reflected  in  the  first  work  he  wrote  after  returning  home  from  abroad,  Slopiewnie.  Here  he  was 
interested  in  imaginatively  recreating  an  imaginary  ancient  Polish  music,  to  create  a real  Polish 
style  (the  first  such  attempt  since  Chopin).  He  found  much  inspiration  from  the  Tatra  mountain 
people  (among  whom  he  later  lived  for  extended  periods),  and  he  also  employed  extended  vocal 
techniques— cries  and  shrieks— that  go  far  beyond  the  “polite”  cultivated  music  of  the  concert  hall. 
The  language  of  these  texts  is  also,  to  some  degree,  an  '‘invented”  language  crafted  especially  for 
the  purpose  of  this  remarkable  work,  which  exists  in  two  versions,  one  with  piano 
accompaniment  and  the  other,  to  be  heard  here,  with  chamber  ensemble. 

The  text  consists  of  poetry  by  Julian  Tuwim  (1894-1953),  and  the  title  means 
“Wordsongs”— an  invented  word,  but  one  hinting  at  the  fact  that  the  poems  are  in  a largely 
invented  language  mixing  foreign  borrowings,  fused  word  roots,  mixed  grammatical  categories, 
making  a sound  picture  that  is  virtually  untranslateable.  The  following  renderings  are  by  Dr. 
Frank  Corliss,  Jr. 


1.  Slowisieii  (Wordcherry) 

The  white  poplars  gleam  brilliantly  in  the 
sunlight. 

Honey  luxuriantly  gilds  the  white  shafts. 

Bees  swarm  the  trees  and  the  maiden  beekeeper. 
And  branches  of  blushing  cherries  are  seen 
through  the  leaves. 

And  when  September  looms  in  the  muddy  sky 
Only  in  the  shadowed  non-dark  melodies 
And  in  the  white  poplars  chirruply  and 
gleamsilvery 

Sweet  grist  mouths  the  sounds  wordcherry 
cherries. 

2.  Zielone  Slowa  (Green  words) 

And  where  there’s  a forest-nigh  near  the  forest. 
There  a witchthick  willow  whispers. 

To  the  right  is  the  forest,  to  the  left,  the  grasses. 


Oh,  hey  those  broad,  melodious  Moravian 
meadowlands. 

The  water  comes  and  the  water  flows  on  the 
green, 

And  gurgles  and  streams  Danube-ishly  down  the 
Nieklawa. 

On  the  right  is  the  forest,  black  forest  of  oak. 

On  the  left  brightly  greenery  watery  gleams 

And  through  whispers  they  wind,  and  on  the 
green  it  waftsounds 

And  there  the  Moravian  horses  joyfully  neigh! 

Hey! 

3.  Swi^ty  Franciszek  (Saint  Francis) 

Tears  and  flowers  and  does  and  joyous  ones, 

Alleluya,  liluya.  Alleluya,  liluya  evangels 

Evangels  angels.  Evangels  angels  cried  out  to 
the  world: 


We  don’t  know,  we  praise!  they  tearfully  cried. 
Heavenly  ones,  Polanians  of  sweet  light. 

Oh  Jesus,  oh  dove  of  love! 

4.  Kalinowe  Dwory  (Guelder-rose  manors) 
Guelder-rose  manors.  Rowan  for  the  sycamores. 
Rowan-berry  raw.  Red  for  the  latch. 

Red  for  the  berrylu— harmony  for  the  mullein. 

5.  Wanda  (Wanda) 

Water,  wanda  vistulana 
Stone  silvery  depth 
Into  the  darkdepth  the  moon 
Glaringly  plunges  its  claw 
Dark-blue  flows  the  bottom 
It  sings  Water  wanda  vistulana 

LUCIANO  BERIO 
Folk  Songs  (1964) 


Through  the  forest  will  not  help.  Sycamore 
maidens! 

A wildnimal  there  loiters.  Lightening  flaxes  m 
the  droughts. 

Hey,  it  glows  red.  Guelder-rose  manors 


The  depth  virginal  and  royal 
Combs  her  tresses  wat’ry-bright. 

[This  poem  is  based  on  the  Kxakovian  legend  o 
Princess  Wanda,  daughter  of  Krak,  the  fouii'’  • 
city,  who  threw  herself  into  the  Vistula  Riv.  r fo 
escape  marrying  a German  prince.] 


Kimberly  Foster,  viola  Benjamin  Fingland,  clarinet 
Walter  Haman,  cello  Valerie  Muzzolini,  harp 
Elizabeth  Rowe,  flute,  piccolo 
Joseph  Pereira,  Matthew  Strauss,  percussion 
Inga  Jonsdottir,  mezzo-soprano 
Filip  Bral,  conductor 

To  Luciano  Berio  (b.  Oneglia,  near  Imperia,  Italy,  1925),  music  came  as  a birthright.  Both  has 
father  and  grandfather  were  composers  and  church  musicians,  and  he  began  studying  piano  and 
composition  with  his  father  while  still  a schoolboy.  After  the  war,  Berio  went  to  Milan,  wheic 
he  studied  law  briefly  but  also  attended  the  composition  classes  of  Ghedini  at  the  conservatory. 
Italy's  musical  life  was  conservatively  eclectic  for  the  most  part.  The  sole  exception  among 
leading  composers  was  Luigi  Dallapiccola,  whose  influence  on  Berio  was  significant,  though, 
ironically,  the  two  Italian  composers  had  to  travel  to  Massachusetts  to  meet.  In  the  summer  of 
1951  Berio  held  a fellowship  in  composition  at  Tanglewood;  that  same  summer  Dallapiccola  was 
composer-in-residence.  Dallapiccola  introduced  Berio  to  the  twelve-tone  technique,  and  some  of 
his  first  compositions  following  that  summer,  such  as  the  orchestral  piece  Nones,  made  use  of 
serialism  in  various  ways. 

By  this  time  he  had  already  married  the  late  American  singer  Cathy  Berberian,  for  whom 
he  wrote  many  of  his  vocal  works  (including  Folk  Songs).  While  in  the  United  States  he  was 
introduced  to  the  whole  range  of  American  music-making,  which  led  to  his  creation  of  the  first 
electronic  music  studio  in  Italy.  Berio  spent  most  of  the  1960s  teaching  in  the  United  States  at 
Mills  College,  Harvard,  and  the  Juilliard  School,  where  he  remained  from  1965  to  1971 . Ii  was 
during  that  period  that  he  investigated  the  reworking  of  musical  ideas  from  one  piece  to  anotL**; 
seeking  out  different  directions  that  may  be  taken  from  a specific  musical  gesture.  During  this 
time  he  wrote  his  single  best-known  work,  Sinfonia , which  created  a sensation  when  it  was 
performed  by  the  New  York  Philharmonic  and  the  Swingle  Singers  under  the  direction  of 


Leonard  Bernstein. 

Folk  Songs  for  mezzo-soprano  and  seven  instruments  (there  is  also  a version  for 
orchestra),  composed  on  a commission  from  Mills  College  and  intended  specifically  for  the 
performing  skills— both  vocal  and  linguistic-of  Cathy  Berberian,  is  one  of  Berio's  most 
ingratiating  works.  The  title  is  not  strictly  accurate,  since  some  of  the  melodies  are  not  exactly 
folk  songs,  but  it  suggests  the  character  of  these  materials  as  "folklike."  The  first  two  songs, 
"Black  is  the  color  of  my  true  love's  hair"  and  "I  wonder  as  I wander"  were  both  composed  by 
John  Jacob  Niles  in  the  Elizabethan  modes.  "Loosin  Yelav"  comes  from  Armenia,  the  country  of 
Cathy  Berberian's  forebears;  the  song  describes  the  rising  of  the  moon.  The  French  song 
"Rossignolet  du  bois"  has  the  nightingale  giving  advice  to  a lovelorn  soul:  sing  your  serenade 
two  hours  after  midnight.  "A  la  femminisca"  is  an  old  Sicilian  song  sung  by  fishermen's  wives 
as  they  wait  on  the  docks.  Next  come  two  Italian  songs,  "La  donna  ideale"  and  "II  Ballo,"  which 
are,  in  fact,  compositions  by  the  young  Berio  himself,  written  in  1949  for  Cathy  Berbenan,  who 
was  then  a Fulbright  Fellowship  student  in  Italy.  The  first  of  these,  in  the  Genoese  dialect, 
advises  that,  if  you  find  a woman  who  is  well-born,  well-mannered,  well-formed,  and  with  a 
good  dowry,  don't  let  her  get  away.  "II  Ballo"  speaks  of  the  effects  of  love:  The  wisest  men  lose 
their  heads  over  it,  but  love  resists  the  sun,  the  ice,  and  everything  else.  "Motettu  di  tristura"  is  a 
Sardinian  song  to  the  nightingale,  in  which  the  singer  notes,  "How  you  resemble  me  as  I weep 
for  my  lover;  when  they  bury  me,  sing  this  song."  Then  come  two  songs  from  the  Auvergne, 
from  the  repertory  of  arrangements  by  Joseph  Canteloube.  "Malurous  qu'o  uno  fenno"  sings  of 
the  eternal  paradox:  He  who  lacks  a spouse  seeks  one,  while  he  who  has  one  wishes  he  had 
none.  In  "Lo  fiolaire,"  a girl  sits  at  the  spinning  wheel  thinking  about  exchanging  kisses  with  a 
shepherd.  The  last  song  of  the  cycle,  "Azerbaijan  love  song,"  was  discovered  by  Cathy 
Berberian  on  a 78  rpm  disc  from  what  was  then  the  Soviet  Republic  of  Azerbaijan;  it  is  sung  in 
the  language  of  that  region. 

LEOS  JANACEK 
kikadly  (Nursery  Rhymes) 


Charles  DeRamus,  bass 
Elizabeth  Rowe,  flute 
Dionne  Marie  Hansen,  flute,  ocarina 
Michael  Bepko,  Carey  Bell,  clarinets 
Douglas  Quint,  bassoon 
Vance  Lee,  bassoon,  contrabassoon 
Eric  Millstein,  percussion 
Xak  Bjerken,  piano 
Emily  Benson,  soprano 
Kira  Slovacek,  soprano 
Brenda  Patterson,  mezzo-soprano 
Michael  Maniaci,  countertenor 
Daniel  Norman,  tenor 
Daniel  Gurvich,  baritone 
Theodore  Huffman,  baritone 
Brian  McMillan,  baritone 
Steven  Maricle,  bass-baritone 
Reinbert  de  Leeuw,  conductor 


Leos  Janacek  was  bom  in  Hochwald  (Hukvaldy)  in  Northern  Moravia  on  July  3,  1854,  and  died 
on  August  12,  1928  in  Moravska  Ostrava.  So  often  do  we  hear  about  musical  prodigies  like 
Mozart,  Schubert,  and  Mendelssohn  that  we  tend  to  forget  the  other  end  of  the  scale,  the 
composer  whose  mastery  develops  very  slowly,  but  steadily,  leading  to  a series  of  masterp  a e? 
written  at  an  advanced  age.  There  are  two  classic  instances  of  composers  whose  real  artistic, 
achievement  began  after  the  age  of  fifty,  the  eighteenth-century  French  composer  Rameau  and 
the  twentieth-century  Moravian  composer  Janacek. 

Janacek  had  composed  prolifically  from  the  mid- 1870s  in  just  about  every  possible 
medium— piano  and  chamber  music,  orchestral  work,  opera,  choral  pieces  and  folk  music 
arrangements.  Only  with  the  premiere  in  January  1 904  of  his  opera  Jeji pastorkyna  ("Her 
Step-Daughter,",  known  outside  of  Czechoslovakia  as  Jenufa)  did  he  produce  a piece  thaf  v - 
widely  recognized  as  a masterwork;  it  was  the  first  in  a string  of  eight  powerful  works  foj  ihc 
musical  theater  composed  in  the  next'twenty-four  years.  Worldwide  recognition  came  ever  ‘ :c 
it  took  Jenufa  twenty  years  to  get  to  the  Metropolitan  Opera,  and  by  then  Janacek  had  com;  - -ted 
all  his  works  except  those  that  came  in  a final  vigorous  bouquet  of  fresh  invention:  his  last 
opera.  From  the  House  of  the  Dead  (1927-28),  the  powerful  Glagolitic  Mass , a remarkable  - ; rie: 
of  instrumental  works  ranging  from  the  wind  sextet  Mladi  ("Youth")  and  the  two  string  quartet' 
(subtitled  "The  Kreutzer  Sonata"  and  "Intimate  Letters,"  respectively),  a Concertino  for  piano, 
two  violins,  viola,  clarinet,  horn  and  bassoon,  and  his  last  completed  orchestral  work,  the 
Sinfonietta  (1926). 

Like  his  great  Russian  predecessor  Mussorgsky  (whose  work  surely  inspired  him), 
Janacek  took  inspiration  from  the  rhythm  of  his  native  language.  Just  as  Mussorgsky  turm  <J 
Russian  inflections  into  musical  rhythms  and  melodic  turns,  so  Janacek  did  it  with  Moravian. 
Characteristically  his  music  grows  from  little  snatches  of  melody  linked,  repeated,  and 
inventively  varied.  The  year  1926  was  particularly  fruitful  for  him,  for  in  that  year  alone  he  i •' 
only  composed  the  Sinfonietta,  but  also  his  wind  quintet  Youth , the  lovely  animal-fable  opera 
The  Cunning  Little  Vixen , and  a work  that  is  really  "nothing  but  pranks  and  puns,”  as  he  insis  - o 
a humorous  treatment  of  children’s  nursery  rhymes.  Janacek  had  attended  the  Venice  festival  of 
the  International  Society  for  Contemporary  Music  in  1925,  which  had  included  a concert  of 
"humorous”  compositions,  and,  as  he  wrote  later  in  a review,  the  effort  to  provide  humor  was 
"wasted.”  Speaking  of  one  piece,  he  commented,  "There  is  neither  wit  nor  satire,  neither  humor 
nor  jollity  in  it...  And  yet  in  these  days  there  is  such  a demand  for  jolly  music!”  So  he  himself 
turned  his  hand  to  a lively  “children’s  piece”  (which,  like  most  such  works,  is  far  too 
sophisticated  and  technically  challenging  for  children  to  perform,  though  it  certainly  appeals  to 
the  child  in  everyone),  Ikikadla,  a collection  of  nursery-rhyme  texts  set  for  vocal  and  instrument 
ensemble.  Here  there  is  everywhere  a joyous  humor  based  on  everyday  human  experiences. 
Janacek  himself  produced  a version  of  the  score  for  reduced  ensemble  (two  or  three  singers, 
violin  or  viola,  and  piano),  but  the  original  full  ensemble  (to  be  heard  here)  is  far  preferable  in 
capturing  the  work’s  high  spirits. 


1.  Uvod  (Introduction) 

2.  Ripa  se  vdavala  (The  Sugar  Beet’s 
Wedding) 

The  sugar  beet  was  getting  wed. 


the  celery  played  the  fife, 

the  carrot  was  a-dancing 

and  the  horse-radish  fixed  it  all  up, 

put  the  rhymes  together, 

Tum-ty,  tum-ty...tiddledee  turn. 


3.  Neni  lepsi  jako  z jara  (Nothing  better  than 
the  springtime) 

Nothing  better  than  the  springtime, 
green  grows  the  grass  in  the  field, 
nanny  goat  lies  at  the  edge, 
she’s  never  against  a rest. 

4.  Leze  krtek  (Mole  comes  crawling) 

Mole  comes  crawling  along  the  bounds, 
measuring  up  the  meadow; 

Hamster  behind  him  with  a barrow  of  sacks 
says  he’s  going  to  grind  some  flour. 

5.  Karel  do  pekla  zajel  (Charlie  went  on  a 
ride  to  hell) 

Charlie  went  on  a ride  to  hell 

on  a white  horse,  the  devil  chasing  him. 

Didn't  know  the  way,  bought  himself  bagpipes. 
Still  didn’t  know,  bought  a pair  of  tongs. 

Still  knew  nowt,  bought  himself  a key. 

6.  Roztrhane  Kalhoty  (Torn  trousers) 

Trousers  in  rags, 

the  wind  blows  through  them. 

I’ll  sew  them  up. 

Spider,  spins  me  a thread. 

7.  Franta  rasu  hral  na  basu  (Frank  the 
knacker’s  son) 

Frank  the  knacker’s  son  plays  his  bass  fiddle, 
behind  the  old  cow’s  tail; 

The  cow  was  delighted 
to  have  Frank  for  a pal. 

8.  Nas  pes,  Nas  pes  (Our  little  dog) 

That  dog  of  ours,  that  dog  of  ours 
has  broken  his  tail; 

in  his  trusting  way 

he  stuck  it  through  the  fence. 

That  dog  of  ours,  that  dog  of  ours 
has  broken  his  tail. 

9.  Delam,  delam,  kazani  (I  preach,  I preach 
you  this  sermon) 

I preach,  I preach  you  this  sermon, 

four  cats  tied  together, 

the  fifth  was  a dog  who  climbed  in  the  oven 

and  stole  a slice  of  toast, 

ran  across  the  square  with  it; 


the  Cow  met  him  there, 
that  was  his  Mum; 
the  Bullock  met  him, 
that  was  his  Dad; 
the  Calf  met  him, 
that  was  his  Uncle; 
the  Colt  met  him, 
that  was  his  Grandpa; 
the  little  Goat  met  him, 
that  was  his  Grandma. 

10.  Stara  baba  carovala  (There  was  an  old 
woman) 

There  was  an  old  woman  weaving  spells, 
turning  barley  into  groats, 
raw  millet  into  shelled, 
those  were  her  magic  tricks. 

11.  Ho,  ho,  kravy  do  (Ee  be  gum,  t’cows  do 
come) 

Ee  ba  gum,  t’cows  do  come, 
carrying  milk  right  under  t’watter, 
carrying  ’alf  a jug  o’milk. 

Weer  be  ahr  young  ’eifer? 

Right  beside  God’s  church. 

Church  falls  dahn,  barn’s  on  fire. 

Jump  in  t’water,  lass, 

tha’lt  find  some  gold  beads  there. 

Why  sh’d  ah  jump  in 
and  get  me  skirts  all  wet? 

Where’d  ah  dry  them? 

In  t’shepherd’s  ’ut,  in  f comer, 
ovver  'is  green  stick. 

12.  Moje  zena  malucicka  (Little  wee  wife  of 
mine) 

Little  wee  wife  of  mine. 

I’ll  put  her  in  the  pot, 
cover  her  over  with  the  lid 
so  she’ll  boil  nicely  in  the  soup. 

13.  Baba  leze  do  bezu  (Granny’s  gone  off  to 
the  lilac  bush) 

Granny’s  gone  off  to  the  lilac  bush. 

I’ll  go  behind  her. 

Wherever  she  goes,  I’ll  go  too, 
then  there’ll  be  two  of  us! 


14.  Koza  bila  hrusky  sbira  (The  white  goat 
picks  up  the  pears) 

The  white  goat  picks  up  the  pears, 
the  piebald  shakes  them  down, 
the  white  one  will  carry  them 
to  Kolin  town  tomorrow. 

15.  Nemce  brouk,  hruce  tiouk  (Grumpy 
German  smashed  the  pots) 

Grumpy  German  smashed  the  pots, 
chucked  the  bits  across  the  green, 
off  the  green  into  the  pond. 

Crafty  German,  telling  lies. 

16.  Koza  Iezi  na  sene  (Nanny  goat’s  lying  in 
the  hay) 

Nanny  goat’s  lying  in  the  hay, 
having  a laugh  at  me, 

I’ll  go  and  fetch  her  by  the  beard 
and  take  her  off  to  Brod. 

In  Brod  they’ve  got  no  goats, 
sup  their  milk  with  a cobbler’s  awl, 
slice  their  bread  with  axes, 
chop  their  wood  with  bellows! 


17.  Vasek,  pasek,  bubenik  (Ted,  Fred, 
Drummer  boy) 

Ted,  Fred,  drummer  boy, 
drove  his  goats  out  past  the  pond; 
the  goats  bolted 
and  jumped  into  the  water. 

18.  Frantiku,  Frantiku  (Little  Frank,  1 iti ?e 
Frank) 

Little  Frank,  Little  Frank, 
porridge  and  milk  is  fine, 
even  better  porridge  and  cream— 
but  there’ll  be  none  left  for  you. 

19.  Sedel  medvid’  na  kolodi  (Bruin  s t up.  * 
log) 

Bruin  sat  upon  a log, 
cutting  out  his  trousers, 
log  tips  up. 

Bruin  growls. 

Whoops-a-daisy,  mucky  thing, 
what  a mucky  little  thing. 

[Translations  by  Derek  Viney.  © Philips  Records  -vU 
rights  reserved.] 


Program  notes  written  and  compiled  by  Steven  Ledbetter 
BALDWIN  PIANO 

The  Tanglewood  Music  Center  acknowledges  with  great  appreciation  the  participation  of  guest 
artist  soprano,  Lucy  Shelton,  as  coach  and  mentor  to  the  singers  performing  on  today’s  program 


Tanglew®d  Music  Center 

FESTIVAL  OF  CONTEMPORARY  MUSIC  PRELUDE  CONCERT 
Sunday,  August  11,  1996  at  7:15  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Karlheinz  Stockhausen  Klavierstuck  No.  11 

Stewart  Goodyear,  piano 


Karen  Tanaka  Crystalline 

Xak  Bjerken,  piano 

Since  I composed  Crystalline  for  solo  piano  in  1988,  I have  desired  to 
project  the  image  of  crystals  in  sounds  and  space.  Crystalline  II 
(1995),  as  well  as  Hommaqe  en  cristal  (1991)  and  Metallic  Crystal 
(1994-95) , bears  links  to  this  earlier  piece  in  which  a glassy,  solid 
yet  transparent  sound  suggests  cold,  crystal  sound  sculptures. 

-K.T. - 


Lisa  Reim  Pentose 

Hilary  Foster,  violin 
Rebecca  Carrington,  cello 
*Shinobu  Ta  Kagi,  soprano 

old  pond 
leap  splash 
a frog 
(Basho) 

my  village 
dragon  flies 
worn  white  walls 
(Buson) 

listen 

all  creeping  things 
the  bell  of  transience 
(Issa) 

I am  leaving 
now  you  can  make  love 
my  flies 
(Issa) 

one  bath 
after  another 
how  stupid 
(Issa) 


*guest  artist 


Baldwin  Piano 


Festival  of  Contemporary  Music,  Tanglewood 
Sunday,  August  1 1,  1996,  at  8:30pm 
Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

GEORGE  BENJAMIN  Three  Inventions  for  Chamber  Orchestra 

Ralph  Allen,  Sarah  Zaharako,  violins 
Daniel  Padilla,  violin,  viola 
Hui-Fang  Hsu.  Anne  Lindeskov,  violas 
Roy  Harran,  Alexandra  Mackenzie,  cellos 
Eric  Larson,  Donald  Howey,  basses 
Dionne  Marie  Hansen,  flute,  piccolo 
Todd  Skitch,  flute,  alto  flute 
Sandy  Stimson.  oboe.  English  hom 
Jean-Philippe  Vivier.  clarinet 
Michael  Bepko.  clarinet,  bass  clarinet 
Amanda  McIntosh,  clarinet,  contrabass  clarinet 
Douglas  Quint,  bassoon,  contrabassoon 
Dana  Christensen,  Haley  Hoops,  homs 
David  Prentice,  trumpet,  flugelhom 
Christopher  Still,  trumpet,  piccolo  trumpet 

Jarod  Vermette,  trombone  • 

Stewart  Goodyear,  piano,  celesta 
Valerie  Muzzolini.  harp 

Michael  Sharkey,  Lorenzo  Ferrandiz-Carrillo,  percussion 

English  composer  George  Benjamin  was  bom  in  1960.  and  began  composing  at  the  age  of  nine. 
At  fourteen  he  started  studying  composition  formally  with  Peter  Gellhom,  and  two  years  later  he 
went  to  Paris  to  work  with  Olivier  Messiaen  while  continuing  piano  studies  with  Messiaen’s  wife 
Yvonne  Loriod.  Later,  at  King’s  College,  Cambridge,  he  studied  with  Alexander  Goehr, 
graduating  with  signal  distinction.  In  1980  he  was  the  youngest  composer  ever  to  have  a piece 
performed  in  the  BBC  Promenade  Concerts.  He  lives  in  London,  where  he  is  Prince  Consort 
Professor  of  Composition  at  the  Royal  College  of  Music,  but  he  also  continues  to  spend  much 
time  in  France  and  to  lecture  and  conduct  all  over  the  world.  In  1993  he  was  appointed  Principal 
Guest  .Artist  of  the  Halle  Orchestra. 

Benjamin's  Three  Inventions  for  Chamber  Orchestra  was  commissioned  by  Betty 
Freeman  for  the  75th  Salzburg  Festival.  The  first  movement,  completed  on  November  25,  1993, 
bears  the  dedication  "in  memory  of  Olivier  Messiaen”;  the  second,  which  bears  no  dedication, 
was  completed  on  July  19,  1995;  and  the  third,  completed  on  July  11,  1995,  is  marked  "for 
Alexander  Goehr.”  The  three  “inventions”  are  arranged  in  a slow-fast-slow  pattern;  the  generally 
delicate  treatment  of  the  chamber  orchestra  unfolds  in  long  sustained  lines,  often  of  a downward- 
tending, elegiac  character,  or  else  of  sinuous  lines,  twisting  and  turning  in  elegant  grace.  The  first 
movement  sustains  a generally  hushed  character  and  slow  tempo,  the  second  is  diametrically 
opposite,  both  in  dynamic  and  level  of  activity.  The  third  movement,  though  again  in  a very  slow 
basic  tempo,  has  the  widest  dynamic  range  and  the  propulsion  of  long  figures  of  faster-moving 
short  notes  that  move,  in  a very  general  sense,  from  the  stringed  instruments  to  the  winds. 


MAURICIO  KAGEL 


Orchestrion-Straat 


Marcus  Barcham-Stevens,  Beth  Kipper,  violins 
Jessie-Leah  Greenbaum,  Kate  Holzemer,  violas 
Doris  Hochscheid.  Rupert  Thompson,  cellos 
John  Grillo,  Charles  DeRamus,  basses 
Hilary  Lynch,  Elizabeth  Rowe,  flutes 
Jean-Philippe  Vivier,  Michael  Bepko,  clarinets 
•Pat  Donaher,  alto  saxophone 
Benjamin  Wright,  Mark  Flegg,  trumpets 
Randall  Montgomery,  'John  Manning,  tubas 
Eric  Millstein,  Edward  Atkatz,  percussion 
**  Henry  Doktorski,  accordion 
Naomi  Niskala,  piano 


•guest  performers,  BUTI 
••guest  artist 


Still  little-known  in  the  United  States,  Mauricio  Kagel  has  been  a prolific  composer  of 
astonishingly  fecund  invention  for  more  than  four  decades.  Bom  in  Buenos  Aires.  .Argentina,  on 
December  24,  1931,  Kagel  studied  music,  literature,  and  philosophy  at  the  University  of  Buenos 
Aires.  He  began  composing  in  his  native  country  before  he  was  out  of  his  teens.  In  1957  he 
moved  to  Europe,  where  he  has  remained  ever  since;  he  now  resides  in  Cologne.  From  1958  he 
attended  the  famous  summer  courses  in  new  music  at  Darmstadt,  then  the  center  of  the  most 
advanced  musical  thinking  in  Europe;  two  years  later  he  joined  the  teaching  staff  there.  Since 
1974  he  has  been  Professor  of  New  Music  Theater  at  the  Musikhochschule  in  Cologne. 

Kagel's  creative  output  ranges  far  beyond  music  in  the  narrow  sense  of  the  term.  He  has 
worked  in  both  acoustic  and  electronic  media  and  has  created  films  and  plays  as  well  as  musical 
compositions,  which  range  from  pure  concert  works  in  more-or-less  traditional  to  elaborate 
music-theater  pieces.  All  of  this  work  in  different  media  suggests  some  kind  of  approach  to  the 
Wagnerian  Gesamtkunstwerk , but  Kagel's  approach  has  been  rather  an  investigation  of  the 
possibilities  of  each  of  the  separate  media  in  which  he  works  and  the  ways  in  which  ideas  or 
forms  may  be  transferred  from  one  to  the  other.  His  films  can  be  viewed  as  musical 
compositions.  Similarly  the  concert  contain  some  inherent  "dramatic"  quality  in  the  relationship 
of  the  instruments  and  players  to  one  another  or  in  actions  that  the  players  take  rather  than  the 
notes  they  play. 

Probably  the  best-known,  or  perhaps  notorious,  at  least  by  reputation,  of  Kagel's  works 
(because  of  its  sardonic  view  of  a musical  icon)  is  the  concert  piece  and  film  Ludwig  van.  from 
1969-70,  precisely  the  time  when  the  musical  world  was  redoubling  its  customary 
Beethovenolatry  on  the  occasion  of  the  bicentennial  of  the  composer's  birth.  The  score  was 
processed  from  Beethoven's  output.  Similarly,  the  orchestral  Variations  Without  a Fugue  took 
its  starting  point  from  the  work  of  another  cultural  icon,  Johannes  Brahms,  and  his  Handel 
Variations.  Many  other  works  do  not  draw  from  well  known  masters  of  the  past  but  are  clearly 
conceived  as  "happenings"with  actors,  music  played  on  tape  recorders  (often  multiple  recorders), 
along  with  traditional  instruments,  stage  movement,  and  film.  Last  year’s  audience  at  the 
Festival  of  Contemporary  Music  had  a rare  opportunity  to  hear  several  Kagel  works  of  widely 
differing  character. 


Not  all  music  that  we  hear  in  our  daily  lives  comes  to  us  in  the  stilled  hush  of  the  concert 
hall.  Often  as  we  move  through  cities,  we  hear  an  invigoration  (if  sometimes  deafening)  melange 
of  noises,  including,  sometimes,  remarkably  entertaining  and  skilled  musical  performances  from 
street  musicians,  playing  every  conceivable  kind  of  music  on  every  conceivable  instrument. 
Kagel’s  most  recent  work  (completed  in  Cologne  on  January  19,  1996)  is  a tribute  to  the  street 
musician,  with  an  energetic,  colorful,  witty,  lively  series  of  figures  suggesting  the  colorful  bustle 
and  the  wide  range  of  styles  and  approaches  that  one  might  hear  in  a major  city.  The  most 
unusual  instrument  of  the  chamber  orchestra  scoring  is  the  accordion,  an  instrument  long  popular 
with  street  musicians;  but  the  rest  of  the  ensemble,  too,  could  be  musicians  who  make  their  living 
by  passing  the  hat  after  they  have  entered  the  transient  audience  for  a while.  And  so,  at  the  end  of 
Orchestrion-straat,  the  two  percussionists  take  up  the  last  instruments  they  have  to  play  in  the 
piece--a  pair  of  collection  boxes  with  a few  coins  in  them.  These  they  shake  rhythmically  as  part 
of  the  end  of  the  piece-before  moving  into  the  audience  for  your  contributions.  (The  score’s 
instructions  at  this  point  read:  "The  coins  gathered  should  be  used  to  make  a street  musician 
happy-or  several,  if  there  is  enough  money.”) 

CLAUDE  VIVIER  Zipangu 

Glen  Cherry.  Candace  Guirao.  Ursula  Nelius,  Anuschka  Franken, 

Stefanie  Riego,  John  Kim,  Andrew  Grams,  violins 
Chi-Chuan  Teng,  Karin  Brown.  Emily  Schaad,  violas 
Lawrence  Stomberg,  Rebecca  Carrington,  cellos 
Robert  Rohwer.  bass 

Canadian  composer  Claude  Vivier  was  bom  in  Montreal  in  1948  and  died  in  1983,  murdered  by 
an  unsavory  acquaintance  picked  up  in  the  demi-monde  of  Paris— a tragic  and  premature  ending 
to  a life  of  artistic  promise.  He  had  a difficult  childhood,  coming  from  unknown  family  origins, 
undertaking  a search  for  his  lost  mother,  and  this  affected  his  musical  output,  a situation  that  is 
especially  evident  in  Lonely  Child , the  work  that  introduced  his  music  to  Tanglewood  audiences 
at  the  1995  Festival  of  Contemporary  Music.  Vivier  studied  composition  with  Gilles  Tremblay 
at  the  Montreal  Conservatory.  Then  in  1971  he  went  to  study  in  Europe,  spending  a year  first  in 
Utrecht,  then  going  on  to  Cologne,  where  he  worked  with  Stockhausen.  Though  he  was 
influenced  by  Stockhausen  in  many  technical  aspects  of  his  music,  he  created  a strongly  personal 
language.  By  the  mid-1970s  his  reputation  in  Canada  led  to  a number  of  commissions.  A long 
trip  through  Asia  in  1976  had  a fruitful  effect  on  his  artistic  maturation.  Two  pieces  for  voice  and 
instrumental  ensemble— Lonely  Child  (1980)  and  Prologue  pour  un  Marco  Polo  (198 1) — 
crystallized  the  composer’s  style,  particularly  his  use  of  melodies  accompanied  by  chords  that  are 
as  much  color  as  harmony,  complex  sonorities. 

Zipangu  was  composed  in  1980  on  a commission  by  New  Music  Concerts,  and  premiered 
in  Toronto  the  same  year  under  the  direction  of  Robert  Aitken.  The  performers  form  two  groups 
of  strings:  six  violins  on  the  one  hand,  and  on  the  other,  one  violin,  three  violas,  two  cellos,  and 
one  doublebass.  About  this  work,  the  composer  wrote: 

Zipangu  was  the  name  given  to  Japan  during  the  time  of  Marco  Polo.  Building 
around  a melody,  I explore  different  aspects  of  “color”  in  this  piece.  I have  tried  to 
veil  my  harmonic  structures  by  using  different  bow  techniques.  A colorful  sound  is 


obtained  by  applying  exaggerated  bow  pressure  on  the  strings  as  opposed  to  pure 
harmonics  when  returning  to  normal  technique.  In  this  way  melody  becomes  “color” 
(chords),  grows  lighter,  and  slowly  returns  as  though  purified  and  solitary. 

As  Serge  Garant  writes  in  the  preface  to  the  score: 

The  melody  the  composer  is  speaking  of  is  always  present  in  this  work.  It  is  clearly 
expressed  both  at  the  beginning  and  the  end  of  the  work,  but  undergoes  all  sorts  of 
transformations  throughout  the  rest  of  the  piece.  In  one  of  the  most  beautiful 
passages  we  hear  a solo  violin  playing  a very  fanciful  air  against  a texture  made  up 
entirely  of  harmonics  and  in  which  we  recognize  the  basic  harmony  and  its 
harmonization.  It  is  a work  which  towards  its  end  achieves  a deeply  moving  lyricism 
in  a grave  and  somber  passage. 


GYORGY  LIGETI 


Piano  Concerto 


Ellen  Corver,  solo  piano* 
liana  Blumberg,  violin  Lisa-Maree  Amos,  flute 


Biliana  Voutchkova.  violin 
Abigail  Kubert.  viola 
Paige  Riggs,  cello 
Charles  DeRamus.  bass 


Rebecca  Schweigert,  oboe 
Sarah  Elbaz,  clarinet 
Vance  Lee,  bassoon 
Neil  Kimel,  hom 


Kevin  Finamore,  trumpet 
Marcos  Max  Vails  Martin,  trombone 
Matthew  Strauss,  Joseph  Pereira,  percussion 


* Guest  artist 

Gyorgy  Ligeti  was  bom  in  Dicsoszentmarton,  Transylvania  (Rumania),  on  May  28,  1923,  and 
now  lives  in  Vienna.  He  studied  composition  with  leading  composers  in  his  native  Hungary, 
starting  with  Ferenc  Farkas  at  the  Kolzsvar  Conservatory  in  his  late  teens  (1941-43)  and  Pal 
Kadosa  in  Budapest  during  the  summers  of  those  same  years.  After  the  end  of  the  war  he 
continued  studying  in  Budapest,  at  the  Academy  of  Music,  with  Farkas  and  Sandor  Veress, 
graduating  in  1949.  Hungarian  music  was.  at  that  time,  largely  cut  off  from  the  more  advanced 
developments  of  western  Europe.  Ligeti  was  very  interested  in  the  latest  musical  techniques,  but 
he  found  it  difficult  to  leam  about  the  newest  music  being  composed  elsewhere  and  deemed  it 
prudent  to  suppress  his  own  most  advanced  works.  He  pursued  research  in  Romanian  folk  music, 
which  strongly  influenced  the  simpler  pieces  he  did  allow  to  be  published  in  the  early  1950s.  He 
was  appointed  professor  of  harmony,  counterpoint,  and  analysis  at  the  Academy  of  Music  in 
1950,  retaining  that  position  until  his  decision  to  leave  Hungary  in  1956. 

Settling  in  Vienna,  Ligeti  rapidly  formed  ties  with  the  leading  avant-garde  composers, 
including  Stockhausen,  and  worked  for  a time  at  the  electronic  studios  of  the  West  German 
Radio  in  Cologne,  an  experience  that  was  surely  to  have  an  effect  on  the  kind  of  music  he  soon 
began  creating  for  traditional  instruments,  particularly  on  Atmospheres , a title  that  he  had 
originally  intended  to  give  to  an  electronic  work  left  unfinished.  In  1960  the  ISCM  (International 
Society  of  Contemporary  Music)  held  its  quadrennial  festival  in  Cologne,  where  Ligeti's 


• 

• . 


Apparitions  was  performed,  creating  a sensation.  Overnight  he  was  catapulted  into  a position  of 
leadership  among  contemporary  composers.  Since  1960,  Ligeti  has  taught  all  over  the  world  and 
has  become  one  of  the  most  honored  composers  of  our  day,  culminating  in  the  1986  Grawemeyer 
Award  for  Music  Composition,  a $150,000  prize  endowed  by  a Louisville  philanthropist,  the 
largest  such  prize  in  the  world.  (He  used  the  money  to  endow  a foundation  for  the  support  of 
younger  composers.)  Contemporary  composers  today  rarely  reach  an  audience  of  millions,  but 
Ligeti  did--unwittinglv,  to  be  sure,  and  in  a way  he  did  not  approve--when  his  music  was  used  in 
the  soundtrack  of  the  film  2001:  A Space  Odyssey. 

Critic  Paul  Griffiths  maintains  that,  since  the  composition  of  his  opera  La  Grand 
Macabre  (1974-77),  Ligeti’s  music  has  developed  more  and  more  “in  terms  of  simple  rules  out 
of  which  the  music  arises  almost  automatically.”  As  influences  in  this  development,  he  points  to 
Ligeti’s  fascination  with  fractal  images  (computerized  graphical  realizations  of  quite  simple 
mathematical  formulas  that  achieve  results  of  astonishing,  even  “lifelike”  complexity)  and  his 
discovery  of  the  plaver-piano  works  of  Cordon  Nancarrow,  built  up  out  of  highly  elaborate 
canonic  structures.  At  the  same  time,  Ligeti  still  (or  rather,  perhaps,  again)  honors  the  Hungarian 
master  who  had  most  strongly  shaped  his  early  style,  Bela  Bartok 

Unlike  his  concertos  for  cello  or  violin,  the  Piano  Concerto  (1985-88),  dedicated  to  Mario 
di  Bonaventura,  calls  for  a solo  instrument  whose  tuning  is  fixed  and  cannot  be  microtonally 
shaded  during  the  performance,  while  the  rest  of  the  orchestra  can  play  with  natural  harmonics 
and  other  "wrong”  intonations.  The  concerto  is  cast  in  five  movements,  of  which  the  odd- 
numbered  movements  cast  the  soloist  as  a kind  of  perpetual  motion  machine.  The  second  and 
fourth  movements  provide  great  contrasts  to  the  others;  the  second,  for  example,  begins  with  a 
canon  between  piccolo,  bassoon,  slide  whistle,  and  piano  over  a doublebass  pedal.  Like  the 
second,  the  fourth  reworks  basic  descending-scale  ideas,  this  time  in  dialogues  between  the  piano 
and  other  groups  of  instruments. 

Program  notes  written  and  compiled  by  Steven  Ledbetter 
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Karlheinz  Stockhausen  Klavierstucke  No.  14 

Xak  Bjerken,  piano 


Alexandros  Kalogeras  Proimion  Gamma 

*Dimitris  Marinos,  mandolin 


Kevin  Putz 


*guest  artist 


Simaku 

Salley  Koo,  violin 
Aron  Zelkowicz,  cello 
Carey  Bell,  clarinet 
Kevin  Putz,  piano 

First  performance 


Baldwin  Piano 


Festival  of  Contemporary  Music,  Tanglewood 

Monday,  August  12,  at  8:30pm 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

GYORGY  KURT  AG 
Hommage  a R.  Sch.,  Op  15d 

Gyorgy  Kurtag  was  bom  as  a member  of  a Hungarian-speaking  minority  in  Lugoj,  Romania,  on 
February  19,  1926.  He  began  his  musical  studies  there,  but  moved  to  Budapest  in  1946  and 
became  a citizen  two  years  later.  He  undertook  composition  studies  at  the  Budapest  Academy  of 
Music  with  Sandor  Veress  and  Ferenc  Farkas,  piano  with  Pal  Kadosa,  and  chamber  music  with 
Leo  Weiner,  and  received  diplomas  in  all  three  subjects  in  1955.  Like  many  Hungarian 
composers  before  1956,  the  teaching  he  received  and  the  musical  influences  that  were  permitted 
were  bogged  down  in  the  aesthetic  restrictions  of  Stalinism.  But  in  1957  Kurtag  was  able  to 
study  with  Milhaud  and  Messaien  in  Paris,  substantially  broadening  his  experience  of 
contemporary  musical  styles.  In  1967  he  joined  the  staff  of  the  Budapest  Academy  of  Music  as 
professor  of  piano  and  later  of  chamber  music.  He  has  won  the  most  important  Hungarian 
composition  prizes,  the  Erkel  Prize  (three  times)  and  the  Kossuth  Prize.  Kurtag  composes  slowly, 
but  intensely. 

Almost  without  exception  Kurtag's  works  are  brief  and  concentrated.  Though  Bartok  was 
an  early  influence  (especially  the  piano  music),  his  studies  in  Paris  (at  a time  when  Boulez  was 
developing  total  serialism  based  on  the  example  of  Anton  Webern)  brought  the  influence  of 
Webern  strongly  into  his  music,  which  is  built  of  small-scale  structures  that  are  highly  expressive 
in  themselves,  intricate  in  line.  Despite  this  Webern  influence,  Kurtag  has  rarely  made  use  of 
Webern's  highly  refined  serial  technique;  his  work  more  nearly  reflects,  in  its  pitch  choices,  the 
"free  atonal"  works  of  the  Second  Viennese  School. 

Kurtag's  best-known  works  are  in  the  genre  of  the  mosaic  musical  "novel"  built  up  of 
brief  emotional  snapshots  for  singer  with  instrumental  ensemble.  Examples  of  his  work  heard  in 
this  festival  in  the  last  decade  are  Messages  of  the  late  Miss  R.  V.  Troussova,  Opus  1 7,  Kafka 
Fragments , Opus  24,  and  Samuel  Beckett:  What  is  the  Word?,  Opus  30b. 

If  Webern  showed  one  path  to  forms.of  concentrated  brevity,  Robert  Schumann  shows 
another.  Of  all  the  major  composers  of  the  romantic  era,  Schumann  is  the  one  who  pre-eminently 
worked  with  exceptional  brilliance  in  miniature,  often  shaping  larger  works  (such  as  Carnaval  or 
Kreisleriand)  out  of  a series  of  short  movements,  each  of  which  was  conceived  by  Schumann  as 
representing  the  personalities  of  the  assertive,  heroic  Florestan  or  the  dreamy  reclusive  Eusebius, 
or  the  less  frequently-encountered  Raro--all  three  representing  aspects  of  Schumann’s  own 
personality.  For  his  Hommage  a.  R.  Sch.  for  clarinet,  viola,  and  piano,  Kurtag  adopts  the  same 
personae,  and  creates  a string  of  evocative  miniatures  that  recreate  the  Schumannesque  spirit  in 
contemporary  terms.  The  work  consists  of  six  movements  generally  increasing  in  length.  The 
first  of  these,  consisting  of  rapid  decorative  arcs  in  the  clarinet  and  viola  with  pointed 
commentary  from  the  piano,  is  headed  “noteworthy  pirouettes  of  the  Capellmeister  Kreisler.” 

The  second,  only  three  measures  long  and  played  “molto  semplice,”  is  a Eusebius  piece,  “the 
limited  circle.”  Florestan  emerges  in  high  passion  for  the  “ferocious”  third  movement:  “...and 
again  F[lorestan]’s  lips  began  to  twitch  in  pain.”  It  is  followed  by  another  very  short  movement 
(five  measures)  of  calm,  running  directly  into  the  Presto  of  the  fifth  movement,  headed  “At 


night.”  This  is  no  calm  romantic  moonlit  night,  but  one  filled  with  nightmares  and  threatening 
dreams.  Finally,  the  longest  movement  of  all,  “Farewell,”  with  the  most  unlikely  quasi- 
Schumannesque  heading  of  all,  “Master  Raro  discovers  Guillaume  de  Machaut,”  a reference  i 
the  greatest  composer  of  the  fourteenth  century,  whom  Schumann  probably  knew  nothing  r-L  -t 
It  combines  sustained  sonorities  with  short  or  rapid  gestures,  beginning  very  softly,  sudden' > 
growing  to  a brief  loud  climax,  then  dying  away  to  the  texture  and  color  of  the  opening. 

GALINA  USTVOLSKAYA 

Trio  for  clarinet,  violin,  and  piano 

Sonata  No.  5,  in  ten  sections,  for  piano  solo 

Galina  Ustvolskaya  was  bom  in  Petrograd  (as  St.  Petersburg  was  called  between  1914  and 
on  June  17,  1919.  She  studied  at  the  college  attached  to  the  conservatory  of  her  native  cit' 

(which  was  then  called  Leningrad)  from  1937  to  1939,  and  later  at  the  conservatory  itself,  wf  i(. 
she  worked  with  Shostakovich  (1939-1947).  This  period  of  study  was  interrupted  by  service  in  n 
military  hospital  during  the  war.  Following  the  completion  of  her  studies,  she  was  appointed  u 
teach  composition  at  the  conservatory.  The  support  of  Shostakovich,  who  greatly  admired  her 
work  and  her  musicianship  may  have  played  a role  in  this  appointment.  At  any  rate, 
Shostakovich  predicted  ultimate  world-wide  acclaim  for  her  music,  and  he  frequently  submitt-  1 
his  own  scores  to  her  before  their  premieres  and  took  her  criticism  very  seriously.  At  one  poi-''1 
he  wrote  to  her,  “It  is  not  you  who  are  influenced  by  me,  but  me  by  you.”  Indeed,  the  spare, 
inward-turning,  deeply  expressive  late  style  of  Shostakovich  found  in  his  last  string  quartets  end 
duo  sonatas,  as  well  as  the  Cello  Concerto  No.  2 and  the  Violin  Concerto  No.  2 and  passages 
from  his  late  symphonies,  may  all  bear  reflections  of  Ustvolskaya’ s music,  from  as  early  as  the 
1949  Trio  to  be  performed  here.. 

During  the  Soviet  period,  Ustvolskaya’ s music  was  rarely  attacked  because  it  was  never 
“avant-garde,”  but  it  always  remained  deeply  personal,  idealistic.  When  she  was  accused  of 
“narrowness”  or  “rigidity,”  her  sometime  student  Boris  Tishchenko  compared  this  “narrowness” 
to  the  focussed  rays  of  a laser  beam,  which  can  cut  through  metal.  Many  of  her  works  are  for 
small  ensembles,  but  she  has  pointed  out  that  they  are  all  conceived  for  large  spaces:  “My  music 
is  absolutely  not  chamber  music,  even  when  it  is  a sonata  for  a solo  instrument.”  Like  Sofia 
Gubaidulina,  another  Russian  woman  composer  who  has  achieved  considerable  renown  in  the 
last  decade,  Ustvolskaya’s  music  often  has  a real  spiritual  quality,  even  when  purely  abstract  in 
presentation:  “My  works  are  not  religious  in  a liturgical  sense,  but  filled  with  a religious  spirit. 

A later  generation  of  composers— Edison  Denisov,  Alfred  Schnittke,  and  Gubaidulina- 
were  able  to  be  in  a position  of  opposition  to  the  artistic  strictures  of  the  Soviet  regime  (howev  er 
quiet  and  suppressed  that  opposition  had  to  be),  and  they  were  able  also  to  become  known  quite 
quickly  outside  of  Russia  once  the  Soviet  Union  itself  ceased  to  be.  Shostakovich,  of  course,  had 
been  old  enough  to  enjoy  the  free-wheeling  experimentation  that  was  possible  in  the  1920s  un  T 
the  cold  hand  of  Stalinism  dampened  any  line  of  artistic  endeavor  except  for  the  officially 
approved  style.  But  Ustvolskaya  falls  exactly  in  between  these  two  generations— too  young  t" 
have  been  much  influenced  by  the  experimental  period  (and  certainly  too  young  to  have 
contributed  to  it),  but  too  old  to  be  regarded,  by  the  general  public,  as  one  of  the  daring  avant- 
gardists  of  the  late  Soviet  period.  And  so  she  is  still  barely  known,  though  at  least  now  it  is 
possible  to  hear  and  evaluate  her  music  in  its  own  terms,  and  not  according  to  the  diverse  and 
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conflicting  accounts  of  Soviet  artistic  theory  and  history. 

The  Trio  for  violin,  clarinet,  and  piano,  is  one  of  her  earliest  published  scores.  (Not 
surprisingly,  the  war  years  were  not  conducive  to  composition,  and  she  was  barely  twenty  when 
the  war  broke  out,  so  she  had  finished  little  before  then.)  This  work  shows  perhaps  more  clearly 
than  any  of  her  other  compositions  the  influence  of  Shostakovich  on  its  spare  textures  and 
melodic  character.  So  spare,  indeed,  is  the  opening  that  often  only  a single  instrument  is  playing 
at  a time,  and  even  the  piano  plays  only  single  notes  at  first.  The  elegiac  mood  gradually 
transforms  itself  into  more  vigorous  assertion  with  a strong  pulse,  thicker  textures  and  greater 
energy,  as  if  the  separate  lamentation  of  three  characters  has  suddenly  come  together  in  a strong 
communal  outburst  of  lament.  After  a brief  climax,  the  process  reverses  itself  to  end  the 
movement  with  a long,  dreamy  violin  solo.  The  second  movement  is  entirely  quiet;  it  consists  of 
two  duets— first  the  clarinet  and  violin  (with  the  piano  silent),  then  the  violin  and  piano  with  the 
clarinet  dropping  out.  The  long  dying-away  leads  directly  into  the  “energetic"  finale,  which 
moves  almost  throughout  in  steady,  unchanging  quarter-notes  (though  in  irregular  meters),  on  the 
way  to  becoming  an  unstoppable  force.  Suddenly  the  clarinet  takes  over,  sweetly  and  gently,  and 
gradually  the  other  two  instruments  follow  suit,  and  the  end  is  an  extended  dying  away. 

The  Piano  Sonata  No.  5,  composed  in  1985,  is  a big  piece  in  every  sense  of  the  word. 
Running  nearly  eighteen  minutes,  it  requires  a forcefulness  of  gesture  from  the  performer  that 
suggests  an  almost  violent  attack  on  the  instrument.  Ten  numbered  sections  each  unfolds  with  a 
different  texture,  dynamic,  or  sound  quality.  The  entire  piece  is  centered  around  the  pitch  D-flat, 
a half-step  above  middle  C,  which  begins  and  ends  the  work  and  recurs  frequently  (indeed, 
almost  constantly)  throughout.  But  it  is  not  in  any  sense  a functional  tonal  center;  rather,  it  is  a 
kind  of  hook  on  which  to  hang  the  most  violent  and  dissonant  images.  A brief  description  of  the 
ten  sections  follows:  (1)  The  sonorous  clanging  of  a repeated  D-flat  is  opposed  by  three-note 
clusters  (fff)  and  later  by  single  notes  (ffff)\  (2)  two-part  texture  at  first,  in  the  extreme  high  and 
low  ends  of  the  piano;  against  very  loud  notes  in  these  registers,  the  middle  D-flat  is  occasionally 
heard  sounding  quietly;  (3)  beginning  in  the  low  end  of  the  piano,  the  middle  D-flat  is  the  highest 
note  of  the  texture  over  stem  chords  in  the  bass,  though  soon  the  right  hand  moves  upward,  with 
cluster  chords,  while  still  reiterating  the  central  note;  (4)  long-held,  slow  chords  (alternating  with 
the  single  pitch  D-flat)  toll  quietly;  (5)  fff  four-note  cluster  chords  in  the  left  hand  on  every  beat, 
while  the  central  D-flat  continues  to  sound  periodically;  (6)  sharp  double-dotted  rhythms  in  a 
two-line  texture  (high  and  low  on  the  keyboard),  tending  to  converge  on  the  central  D-flat;  (7)  a 
quiet  melodic  line  in  simple  quarter  notes  arcs  and  settles  on  D-flat,  which  is  then  restruck 
periodically  as  the  pianist’s  hands  continue  the  quarter-note  motion  in  single-note  lines  above 
and  below;  (8)  both  hands  sound  thick  clusters  of  six  notes  in  loud  chords,  to  which  the  D-flat 
often  sounds  as  an  after-beat;  (9)  a brief  figure  with  left  and  right  hands  converging  with  soft 
chords  in  parallel  motion  to  reiterate  D-flat;  (10)  high  dynamics  (fff  to  ffff)  and  strong  repetitions 
of  the  D-flat  are  surrounded  by  stem  cluster  chords  and  soaring  single-note  lines  with  wide  leaps, 
finally  converging  at  the  last  to  the  single,  central  note  of  the  work. 
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BERNARD  RANDS 
“...in  the  receding  mist...” 

Bernard  Rands  was  bom  in  Sheffield,  England,  on  March  2,  1934;  he  lives  in  Boston,  and  is  a 
Composer-in-Residence  at  Tanglewood  this  summer.  Like  many  composers,  he  became  involved 
with  music  very  early,  with  family  music-making.  He  was  bom  in  the  north  of  England,  but  later 
lived  in  the  family's  native  region,  Wales.  “My  father  was  a school  janitor,”  he  recalled  in  an 
interview.  “All  my  uncles,  seven  of  them,  were  coal  miners.  And  at  that  time,  for  all  kinds  of 
reasons,  miners  and  working-class  people,  so  to  speak,  used  their  leisure  time  between  long 
hours  of  toil  to  do  things  like  make  music....  These  were  people  who  could  virtually  not  write 
their  own  names,  but  they  could  certainly  read  music,  and  they  played  extraordinarily  well.  So  I 
was  always  surrounded  by  music  in  that  sense.”  In  the  years  after  World  War  II,  when  Sir  John 
Barbirolli  re-formed  the  Halle  Orchestra,  Rands  had  the  regular  opportunity  to  hear  a fine 
orchestra  in  rehearsal  and  performance,  and  he  fell  in  love  with  the  sound  and  the  richness  of 
possibilities. 

He  attended  the  University  of  Wales  as  a composition  student  in  the  mid-1950s.  His 
teacher  there,  Reginald  Smith  Brindle,  introduced  him  to  the  lyrical  Italian  serialism  of  Luigi 
Dallapiccola.  Rands  went  to  Italy,  where  he  worked  with  Dallapiccola  for  three  years  and  became 
well  acquainted  with  Luciano  Berio  and  Bruno  Madema.  Rands’  first  visit  to  the  United  States 
came  in  1966,  when  a Harkness  Fellowship  made  it  possible  for  him  to  accept  the  invitation  of 
Milton  Babbitt  to  come  to  Princeton.  He  divided  his  time  between  the  total  serialists  at  Princeton 
and  the  more  free-wheeling  experimentalists  at  the  University  of  Illinois.  He  then  returned  to 
England  and  began  teaching  at  York  and  Oxford.  But  a 1975  invitation  to  come  for  a visiting 
year  to  the  University  of  California  proved  fateful.  He  went  to  California,  where  he  was  based  at 
the  San  Diego  branch  of  the  university  (another  hotbed  of  new  musical  thought).  “And  here  I 
am-now  an  American  citizen.”  Indeed,  his  becoming  an  American  citizen  in  1983  proved  to  be 
excellent  timing;  it  made  him  eligible  for  the  1984  Pulitzer  Prize,  which  he  received  for  his 
remarkable  Canti  del  Sole  for  tenor  and  orchestra,  a counterpart  to  the  equally  remarkable  Canti 
lunatici,  for  soprano  and  orchestra,  which  was  performed  as  part  of  the  Festival  of  Contemporary 
Music  at  Tanglewood  in  August  1982.  He  moved  to  Boston  in  1985  with  an  appointment  at 
Boston  University  and  has  generally  stayed  in  the  Boston  area  since,  though  with  occasional 
lengthy  visits  elsewhere,  such  as  to  Philadelphia,  where  he  was  for  a time  the  Composer-in- 
Residence  of  the  Philadelphia  Orchestra.  He  is  currently  on  the  faculty  of  Harvard  University. 

“...in  the  receding  mist...”,  for  flute,  harp,  and  string  trio  is  a ten-minute  score  that  is  aptly 
characterized  by  the  performance  designation:  “very  sweet,  very  delicate,  and  always  cantabile". 
The  work  was  completed  in  Boston  on  October  2,  1988.  The  composer  has  provided  the 
following  comment: 

This  short  piece  for  flute,  harp,  and  string  trio  is  based  upon  three  elementary 
musical  characters~a  simple  folk-like  melodic  line  which  itself  is  made  up  of  a 
Baroque  rhythmic  figure  and  a mordent/tum  figure.  These  three  are  gradually 
embellished  and  transformed  until  they  create  a complex  network  of  relationships 
and  references  within  an  elaborate  texture  out  of  which  emerges  a long,  cantilena 
flute  line.  This,  supported  by  sparse  accompaniment  from  the  ensemble,  concludes 
the  work. 

“...in  the  receding  mist...”  was  written  as  a gift  for  my  dear  friend  Jacob 
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Druckman  on  the  occasion  of  his  sixtieth  birthday.  It  is  dedicated  to  him~and  now, 
to  his  memory. 

--Bernard  Rands 


TORU  TAKEMITSU 

Quatrain  II,  for  clarinet,  violin,  cello,  and  piano 

Torn  Takemitsu  was  bom  in  Tokyo,  Japan,  on  October  8,  1930,  and  died  there  on  February  20, 
1996.  He  was  one  of  Japan's  best-known  composers,  both  at  home  and  in  the  West.  His  career 
came  about  as  an  unlikely  result  of  an  accident  that  occurred  when  he  was  sixteen.  While 
mountain  climbing,  he  dropped  his  camera  into  a waterfall.  In  trying  to  retrieve  it,  he  caught 
pneumonia,  and  was  forced  to  spend  a long  period  convalescing  at  home.  There  he  listened  to 
music  on  the  radio  for  hours  on  end  and— though  he  had  never  studied  music  up  to  that 
time— decided  to  be  a composer.  He  bought  scores  and  taught  himself  to  play  the  piano.  Though 
he  became  the  private  pupil  of  Kosuji  ICiyose  at  the  age  of  eighteen,  he  is  largely  self-taught  as  a 
composer.  Within  three  years  he  had  organized  Tokyo's  Experimental  Workshop,  a society  for 
the  performance  of  avant-garde  music,  and  in  1966  he  created,  with  Seiji  Ozawa  and  Toshi 
Ichiyanagi,  the  group  Orchestral  Space. 

Takemitsu's  earlier  music  made  fleeting  obeisance  to  the  expressionism  of  the  second 
Viennese  school  or  to  the  melodic  and  harmonic  gestures  of  French  music  in  this  century  from 
Debussy  to  Messiaen.  But  for  the  most  part  his  music  is  entirely  sui  generis.  He  does  not 
concern  himself  with  traditional  theory  or  musical  structures.  His  rhythms  are  irregular  and  very 
flexible.  His  harmonies  are  not  functional.  For  the  most  part,  he  has  been  interested  in  timbre 
and  texture,  in  the  most  varied  and  delicate  colors  of  sound-and,  as  a corollary,  with  silence.  In 
this  respect  his  principle  Western  influence  comes  from  French  music.  Much  of  his  music  finds 
inspiration  in  poetry,  especially  the  work  of  his  favorite  writer,  Mahota  Ooka,  who  is  a 
contemporary  of  the  composer's. 

Takemitsu's  earliest  large  work.  Requiem  for  string  orchestra  (1957),  was  heard  in  1959 
by  Igor  Stravinsky,  who  declared  it  to  be  a masterpiece.  This  came  at  a time  when  the  young 
composer  was  still  regarded  as  an  ill-educated  upstart,  but  Stravinsky's  praise  played  a vital  role 
in  the  building  of  Takemitsu's  career,  because  it  caused  many  to  reconsider  his  music  and  to  find 
in  it  qualities  that  had  previously  eluded  them.  After  giving  lectures  with  John  Cage  at  the 
East-West  Center  in  Hawaii  in  1964,  Takemitsu  staged  a series  of  "events"  in  Tokyo  in 
collaboration  with  Cage  and  others.  At  the  same  time,  he  became  interested  anew  in  such 
traditional  Japanese  instruments  as  the  biwa  and  the  shakuhachi.  He  used  the  biwa  in  his  1962 
film  score  Seppuku  and  later  employed  both  instruments  in  a sort  of  double  concerto  called 
November  Steps,  composed  in  1967  for  the  125th  anniversary  of  the  New  York  Philharmonic. 
Other  film  scores  have  come  from  his  pen,  including  music  for  the  well-known  1 964  film 
Woman  of  the  Dunes  and  the  highly  acclaimed  Ran,  a Japanese  version  of  King  Lear,  by  the 
distinguished  director  Akira  Kurosawa.  In  these,  and  in  a large  output  of  pieces  for  orchestra  and 
for  various  instrumental  combinations,  Takemitsu  demonstrated  an  ability  to  fuse  oriental 
musical  gestures  with  those  from  the  West  in  a language  that  is  personal  and  idiomatic. 

Inspiration  from  nature  has  for  centuries  been  one  of  the  most  characteristic  features  of 
Japanese  art,  whether  in  poetry  or  the  visual  arts  or-as  so  often  in  Takemitsu's  work— music.  He 
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found  a kindred  spirit  in  Claude  Debussy,  whose  use  of  color  and  light,  rather  than  line,  as  a 
basic  approach,  and  whose  frequent  translation  of  visual  images  into  musical  form,  were  most 
congenial  to  Takemitsu.  A quick  survey  of  titles  makes  clear  his  passion  for  evocations  of  natiur 
(sometimes  through  the  mediation  of  lines  of  poetry):  Rain  Coming,  Garden  Rain,  Rain  Sped 
Waterways,  Waves,  Rain  Tree,  Rain  Dreaming,  Water  Music,  Music  of  Trees,  Tree  Line,  And 
Then  I Knew  Twas  Wind,  Eucalypts. 

Quatrain  II  is  an  arrangement  of  a work  that  Takemitsu  originally  composed  in  1975  wit' 
the  title  Quatrain , which  was  for  the  chamber  group  Tashi  and  symphony  orchestra.  That  versioi 
was  premiered  in  Tokyo  in  1975  by  Seiji  Ozawa  and  the  New  Japan  Philharmonic  Orchestra  with 
Tashi.  In  1977  Takemitsu  reworked  the  piece  for  quartet  alone,  maintaining  the  makeup  of 
Tashi ’s  instrumentation.  The  piece  is  an  homage  to  Messaien  (whose  Quartet  for  the  End  of  / im< 
calls  for  the  same  combination  of  instruments),  while  at  the  same  time  it  took  shape  in  the 
composer’s  mind  in  a form  based  on  a Japanese  style  of  scroll  painting  called  emaki— a series  or 
scenes  on  a long  scroll,  in  which  each  figure  is  independent  but  is  nonetheless  thoroughly 
interlocked  with  its  neighbor. 


Program  notes  written  and  compiled  by  Steven  Ledbetter 


BALDWIN  PIANO 


The  Tanglewood  Music  Center  acknowledges  with  great  appreciation  the  participation  of  faculty 
member,  pianist  Peter  Serkin.  as  coach  and  mentor  in  the  preparation  of  the  Takemitsu  work  on 
today’s  program. 


FESTIVAL  OF  CONTEMPORARY  MUSIC  PRELUDE  CONCERT 


Tuesday,  August  13,  1996  at  7:15  pm 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Karlheinz  Stockhausen  Klavierstucke  No.  9 

Naomi  Niskala,  piano 


Shih-hui  Chen  Violin  Sonata 

I. 

*Bonjiu  Koo,  violin 


Thoma  Simaku  Tanglewood  Trio 

(Hommage  cl  Serge  Koussevitzky) 

Emily  Schaad,  viola 
Carey  Bell,  clarinet 
Albert  Kim,  piano 

This  piece  was  composed  between  29  June  and  13  July  1996  at  Seranak 
house.  Three  contrasting  ideas  which  seem  entangled  in  the  quasi- 
improvisatory  gestures  at  the  beginning  of  the  piece,  take  different 
"journeys"  towards  a lyric  and  "peaceful"  ending.  Although  my 
intuition  was  left  free  in  choosing  the  path  of  the  metamorphosis  of 
the  musical  ideas  (there  is  no  pre-planned  harmonic  or  formal 
structure) , there  are  three  notes  (E,  G,  E-flat)  which  serve  as  pitch 
pillars.  The  piece  ends  on  a chord  consisting  of  three  Es,  one  G and 
three  E-flats  which  are  taken  from  the  name  of  SErGE  kouSSEvitzky , to 
whom  the  work  pays  homage. 

-T.S.- 


*guest  artist 


Baldwin  Piano 


Festival  of  Contemporary  Music,  Tanglewood 

Tuesday,  August  13,  at  8:30pm 

Florence  Gould  Auditorium,  Seiji  Ozawa  Hall 

CARLOS  SANCHEZ-GUTIERREZ 
Girando,  Danzando 

Bom  in  Mexico  City  in  1964,  Carlos  Sanchez-Gutierrez  holds  Master’s  degrees  in  composition 
from  the  Peabody  Conservatory  and  Yale  University,  as  well  as  a Ph.D.  from  Princeton 
University.  He  studied  with  Jean  E.  Ivey,  Jacob  Druckman,  Martin  Bresnick.  and  at  Tanglewood 
with  Henri  Dutilleux  in  1995.  Mr.  Sanchez-Gutierrez  is  currently  Assistant  Professor  of 
Composition  and  Theory  at  San  Francisco  State  University.  He  has  received  awards  from,  among 
others,  the  U.S./Mexico  Fund  for  Culture,  the  National  Institute  of  Fine  Arts  of  Mexico,  the 
University  of  Guadalajara,  the  American  Music  Center,  and  the  Tanglewood  Music  Center.  In 
1994  he  was  recipient  of  the  Mozart  Medal  and  the  following  year  was  named  Distinguished 
Artist  by  the  New  Jersey  Council  on  the  Arts.  In  addition  to  writing  for  the  concert  stage,  Mr. 
Sanchez-Gutierrez  has  also  composed  music  for  film,  theater  and  multi-media  productions,  and 
has  worked  as  a journalist,  radio  producer  and  cartoonist.  His  music  appears  on  the  Pueblo, 
Alebrije,  Wquis,  and  UMMUS  labels  and  is  published  by  Ediciones  Mexicanas  de  Musica. 
Regarding  his  new  work,  to  receive  its  first  performance  here,  the  composer  writes: 

Girando,  Danzando  [“Turning,  Dancing”]  was  commissioned  by  the  Tanglewood 
Music  Center  through  the  Paul  Jacobs  Memorial  Fund.  Much  of  the  source  material 
for  each  of  its  larger  sections  derives  from  two  earlier  works.  Treatment  emphasizes 
motivic,  harmonic,  instrumental,  and  formal  dichotomies— the  additive,  arch-like 
quality  of  the  first  half  versus  the  juxtaposed  sectional  presentation  in  the  second 
half,  for  example.  This  compositional  plan  seems  to  be  finding  its  way  with  greater 
frequency  into  many  of  my  works,  perhaps  reflecting  my  own  experience  as  a 
Mexican  artist  living  and  working  in  the  U.S. 

—Carlos  Sanchez-Gutierrez 


BERNARD  RANDS 
Symphony 

Bernard  Rands  was  bom  in  Sheffield,  England,  on  March  2,  1934;  he  lives  in  Boston,  and  is  a 
Composer-in- Residence  at  Tanglewood  this  summer.  Like  many  composers,  he  became  involved 
with  music  very  early,  with  family  music-making.  He  was  bom  in  the  north  of  England,  but  later 
lived  in  the  family's  native  region,  Wales.  “My  father  was  a school  janitor,”  he  recalled  in  an 
interview.  “All  my  uncles,  seven  of  them,  were  coal  miners.  And  at  that  time,  for  all  kinds  of 
reasons,  miners  and  working-class  people,  so  to  speak,  used  their  leisure  time  between  long 
hours  of  toil  to  do  things  like  make  music....  These  were  people  who  could  virtually  not  write 
their  own  names,  but  they  could  certainly  read  music,  and  they  played  extraordinarily  well.  So  I 
was  always  surrounded  by  music  in  that  sense.”  In  the  years  after  World  War  II,  when  Sir  John 
Barbirolli  re-formed  the  Halle  Orchestra,  Rands  had  the  regular  opportunity  to  hear  a fine 
orchestra  in  rehearsal  and  performance,  and  he  fell  in  love  with  its  sound  and  the  rich 
possibilities  it  offered. 


Rands  attended  the  University  of  Wales  as  a composition  student  in  the  mid-1950s.  His 
teacher  there,  Reginald  Smith  Brindle,  introduced  him  to  the  lyrical  Italian  serialism  of  Luigi 
Dallapiccola.  He  went  to  Italy  to  work  with  Dallapiccola  for  three  years,  and  he  also  became  well 
acquainted  with  Luciano  Berio  and  Bruno  Madema.  Rands'  first  visit  to  the  United  States  came 
in  1966,  when  a Harkness  Fellowship  made  it  possible  for  him  to  accept  the  invitation  of  Milton 
Babbitt  to  come  to  Princeton.  He  divided  his  time  between  the  total  serialists  at  Princeton  and  the 
more  free-wheeling  experimentalists  at  the  University  of  Illinois,  then  returned  to  England  to 
begin  teaching  at  York  and  Oxford.  But  a 1975  invitation  to  spend  a visiting  year  at  the 
University  of  California  in  San  Diego  (another  hotbed  of  new  musical  thought)  proved  fateful. 
"And  here  I am— now  an  American  citizen."  Indeed,  his  becoming  an  American  citizen  in  1983 
proved  to  be  excellent  timing;  it  made  him  eligible  for  the  1984  Pulitzer  Prize,  which  he  received 
for  his  remarkable  Canti  del  Sole  for  tenor  and  orchestra,  a counterpart  to  the  equally  remarkable 
Canti  lunatici,  for  soprano  and  orchestra,  which  was  performed  as  part  of  the  Festival  of 
Contemporary  Music  at  Tanglewood  in  August  1982.  He  moved  to  Boston  in  1985  with  an 
appointment  at  Boston  University  and  has  generally  stayed  in  the  Boston  area  since,  though  with 
occasional  lengthy  visits  elsewhere,  such  as  to  Philadelphia,  where  he  was  for  a time  the 
Composer-in-Residence  of  the  Philadelphia  Orchestra.  He  is  currently  on  the  faculty  of  Harvard 
University. 

Bernard  Rands’  Symphony  received  its  premiere  from  the  Los  Angeles  Philharmonic, 
Esa-Pekka  Salonen  conducting,  on  February  24,  1994.  It  was  commissioned  for  that  orchestra 
and  funded  by  the  Jules  and  Doris  Stein  Foundation,  Gerald  H.  and  Virginia  Oppenheimer,  and 
Martin  H.  and  Valerie  Webster.  The  score  is  dedicated  '‘in  deep  affection  to  my  dear  friends 
Martin  and  Valerie  Webster.” 

Rands  uses  the  word  “symphony”  in  its  oldest  sense,  as  a sounding-together  of  different 
musical  ideas,  without  intending  to  evoke  the  shade  of  the  classical  and  romantic  symphonies 
that  were  dominated  by  concern  for  sonata-form  construction.  Here  the  materials  may  grow  and 
change  shape,  reflect  one  another  or  take  on  the  elements  of  a different  part  of  the  work,  but  they 
do  so  in  a dialectic  that  is  not  dependent  on  “exposition,”  “development,”  and  “recapitulation”  or 
“first  theme”  and  “second  theme”  so  frequenly  found  in  textbook  musical  discussion. 

The  first  movement  takes  its  shape  from  two  contrasting  ideas  which  gradually  grow 
closer  and  closer  in  character,  so  that  what  seemed  radically  different  turns  out  to  be  instead 
symbiotic.  The  first  of  these  ideas  is  the  interval  of  a perfect  fifth  (played  by  clarinets  and  horns). 
Gradually  the  neighboring  intervals  are  drawn  into  the  investigation.  To  this  opening  material, 
marked  molto  tranquillo,  is  contrasted  a more  fierce  and  complex  music  . Gradually  the  two 
“worlds”  draw  closer  together:  the  tranquility  of  the  first  idea  becomes  more  elaborate  and 
complicated,  while  the  more  difficult  material  gradually  takes  on  a far  less  violent  intensity.  A 
third  idea,  comprised  of  elements  from  the  other  two  helps  to  serve  as  mediator. 

The  second  movement  is  a reworking  of  Rands’  ...in  the  receding  mist...,  which  was 
performed  here  last  night.  That  chamber-sized  work  for  flute,  harp,  and  string  trio  was  “based 
upon  three  elementary  musical  characters— a simple  folk-like  melodic  line  which  itself  is  made 
up  of  a Baroque  rhythmic  figure  and  a mordent/tum  figure.”  These  quite  simple  ideas  are 
gradually  “embellished  and  transformed  until  they  create  a complex  network  of  relationships” 
out  of  which  comes  a long  cantilena  line  given  mostly  to  flutes  and  trumpets. 

The  last  movement,  too,  makes  use  of  material  from  an  earlier  composition.  Rands  takes 
a melody  from  a choral  work  called  ...among  the  voices...,  with  folklike  qualities  that  make  it 
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immediately  perceptible  and  memorable.  This  melody  gradually  progresses  downward  from 
where  it  is  first  heard— in  the  upper  reaches  of  the  violins— to  its  final  location  in  the  lowest 
register  of  the  violins.  As  a contrast  to  the  progressively  lower  statements  of  the  melody,  Rands 
employs  recollections  of  music  from  the  two  earlier  movements  of  the  symphony  as  well  as  from 
another  work  of  his,  London  Serenade.  Here  the  “sounding  together”  of  the  diverse  materials  old 
and  new  makes  “symphony”  happen. 

GYORGY  LIGETI 
Lontano 

Gyorgy  Ligeti  was  bom  in  Dicsoszentmarton,  Transylvania  (Rumania),  on  May  28,  1923.  and 
now  lives  in  Vienna.  He  studied  composition  with  leading  composers  in  his  native  Hungary, 
starting  with  Ferenc  Farkas  at  the  Kolzsvar  Conservatory  in  his  late  teens  (1941-43)  and  Pal 
Kadosa  in  Budapest  during  the  summers  of  those  same  years.  After  the  end  of  the  war  he 
continued  studying  in  Budapest,  at  the  Academy  of  Music,  with  Farkas  and  Sandor  Veress. 
graduating  in  1949.  Hungarian  music  was.  at  that  time,  largely  cut  off  from  the  more  advanced 
developments  of  western  Europe.  Ligeti  was  very  interested  in  the  latest  musical  techniques,  but 
he  found  it  difficult  to  learn  about  the  newest  music  being  composed  elsewhere  and  deemed  it 
prudent  to  suppress  his  own  most  advanced  works.  He  pursued  research  in  Romanian  folk  music, 
which  strongly  influenced  the  simpler  pieces  he  did  allow  to  be  published  in  the  early  1950s.  He 
was  appointed  professor  of  harmony,  counterpoint,  and  analysis  at  the  Academy  of  Music  in 
1950,  retaining  that  position  until  his  decision  to  leave  Hungary  in  1956. 

Settling  in  Vienna,  Ligeti  rapidly  formed  ties  with  the  leading  avant-garde  composers, 
including  Stockhausen,  and  worked  for  a time  at  the  electronic  studios  of  the  West  German 
Radio  in  Cologne,  an  experience  that  was  surely  to  have  an  effect  on  the  kind  of  music  he  soon 
began  creating  for  traditional  instruments,  particularly  on  Atmospheres , a title  that  he  had 
originally  intended  to  give  to  an  electronic  work  left  unfinished.  In  1960  the  ISCM  (International 
Society  of  Contemporary  Music)  held  its  quadrennial  festival  in  Cologne,  where  Ligeti’s 
Apparitions  was  performed,  creating  a sensation.  Overnight  he  was  catapulted  into  a position  of 
leadership  among  contemporary  composers.  Since  1960,  Ligeti  has  taught  all  over  the  world  and 
has  become  one  of  the  most  honored  composers  of  our  day,  culminating  in  the  1 986  Grawemeyer 
Award  for  Music  Composition,  a $150,000  prize  endowed  by  a Louisville  philanthropist,  the 
largest  such  prize  in  the  world.  (He  used  the  money  to  endow  a foundation  for  the  support  of 
younger  composers.)  Contemporary  composers  today  rarely  reach  an  audience  of  millions,  but 
Ligeti  did— unwittingly,  to  be  sure,  and  in  a way  he  did  not  approve— when  his  music  was  used  in 
the  soundtrack  of  the  film  2001:  A Space  Odyssey. 

Critic  Paul  Griffiths  maintains  that,  since  the  composition  of  his  opera  La  Grand 
Macabre  (1974-77),  Ligeti’s  music  has  developed  more  and  more  “in  terms  of  simple  rules  out 
of  which  the  music  arises  almost  automatically.”  As  influences  in  this  development,  he  points  to 
Ligeti’s  fascination  with  fractal  images  (computerized  graphical  realizations  of  quite  simple 
mathematical  formulas  that  achieve  results  of  astonishing,  even  “lifelike”  complexity)  and  his 
discovery  of  the  player-piano  works  of  Conlon  Nancarrow,  built  up  out  of  highly  elaborate 
canonic  structures.  At  the  same  time,  Ligeti  still  (or  rather,  perhaps,  again)  honors  the  Hungarian 
master  who  had  most  strongly  shaped  his  early  style,  Bela  Bartok 

Lontano  was  composed  in  May  1967.  Ernest  Bour  conducted  the  Southwest  German 


Radio  Symphony  Orchestra  in  the  premiere,  which  took  place  at  Donaueschingen  on  October  22, 
1967.  The  title  is  an  Italian  word  meaning  “distant,  far  away,”  and  the  composer  has  explained 
that  this  refers  to  a spatial  distance  in  which  each  layer  of  music  has  another  layer  behind  it. 

When  an  interviewer,  Peter  Vamai,  asked  him  if  this  meant  distance  in  time-as  perhaps  with 
references  to  past  composers— Ligeti  replied: 

No,  that  was  not  the  idea.  I rather  imagined  a vast  space  of  sound  in  gradual 
transformation,  not  through  dense  chromaticism  but  through  a constantly  changing 
pattern  of  color  like  a moire  fabric.  Although  Lontano  encompasses  the  entire 
chromatic  scale,  strictly  speaking,  it  is  based  on  a diatonic  scale... 

The  work  employs  an  super-dense  use  of  canon— the  strict  imitation  of  a melodic  line  in  another 
part— but  far,  far  more  closely  and  intricately  than  would  be  found  in  the  traditional  canonic 
writing  of  a Johannes  Ockeghem  or  a J.S.  Bach.  To  provide  only  the  simplest  illustration  from 
the  first  page  of  the  score:  Ligeti  starts  at  the  outset  with  four  flutes,  four  clarinets,  and  three 
bassoons  sounding  the  pitch  A-flat,  but  entering  gradually,  one  after  the  other  (there  is  also  a solo 
cello  sustaining  an  artificial  harmonic  on  A-flat).  At  first  this  sounds  like  a simple  device  of 
gradually  reinforcing  the  single  opening  pitch  and  changing  its  color  slowly  as  more  instruments 
take  part.  These  first  instruments  reattack  the  A-flat,  again  echoing  one  another  at  a distance  in 
the  same  order.  Then,  one  by  one,  in  the  same  order,  they  begin  to  shift  to  G,  producing  a 
complex  sonority  of  two  pitches  (meanwhile  four  horns  and  an  oboe  have  begun  to  make 
staggered  entrances  on  A-flat).  With  the  space  of  two  4/4  measures,  the  flutes,  clarinets,  and 
bassoons  all  move  to  G,  but  before  the  last  bassoon  arrives,  the  first  flute  has  already  moved  back 
to  A-flat,  and  the  other  instruments  have  begun  following  suit.  Thus,  each  line  is  unfolding  the 
simple  melodic  gesture  A-flat,  G,  A-flat,  but  they  appear  so  closely  spaced  that  the  ear  hears 
them  not  as  melodic  lines  in  imitation,  but  as  harmony,  sonority,  and  color.  As  Ligeti  explained 
in  his  interview  with  Vamai: 

Technically  speaking,  I have  always  approached  musical  texture  through  part- 
writing. Both  Atmospheres  and  Lontano  have  a dense  canonic  structure.  But  you 
cannot  actually  hear  the  polyphony,  the  canon.  You  hear  a kind  of  impenetrable 
texture,  something  like  a very  closely  woven  cobweb.  I have  retained  melodic  lines 
in  the  process  of  composition,  they  are  governed  by  rules  as  strict  as  Palestrina’s  or 
those  of  the  Flemish  school,  but  the  rules  of  this  polyphony  are  worked  out  by  me. 

-Gyorgy  Ligeti 


OLIVIER  MESSIAEN 
Chronochromie 

Olivier  Messiaen  was  bom  in  Avignon,  France,  on  December  10,  1908,  and  died  in  Paris  on 
April  28,  1992.  He  began  his  musical  education  as  a young  child  when  his  taste  for  music  was 
awakened  by  a Christmas  gift  he  received  in  1916-scores  of  The  Damnation  of  Faust  and  Don 
Giovanni,  a remarkable  gift  for  an  eight-year-old!  Two  years  later  his  family  moved  to  Nantes 
and  he  began  formal  instruction  in  harmony.  His  teacher,  Jehan  de  Gibon,  gave  him  the  score  of 
Debussy's  Pelleas  et  Melisande.  Messiaen  has  described  his  encounter  with  this  work  as  "a  real 
bombshell. ..probably  the  most  decisive  influence  of  my  life."  Messiaen  entered  the  Paris 
Conservatoire  at  eleven.  In  1926  he  won  the  first  prize  in  fugue,  following  that  in  1928  with  the 
prize  in  piano  accompaniment.  During  the  two  successive  years  he  bore  off  the  palm  in  music 
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history  and  in  composition.  His  teachers  included  Marcel  Dupre  for  organ,  Messiaen's  principal 
instrument,  and  Paul  Dukas  in  composition. 

Almost  immediately  after  finishing  his  studies,  Messiaen  took  up  the  position  of  organist 
at  the  church  of  La  Trinite  in  Paris,  remaining  in  the  post  from  1930  until  the  early  70s.  He 
began  teaching  in  Paris  in  the  Ecole  Normale  de  Musique  and  the  Schola  Cantorum.  And,  of 
course,  he  continued  composing.  Already  during  the  1930s  his  music  was  introduced  to  Boston 
by  Serge  Koussevitzky,  who  led  the  American  premiere  of  Les  Offrandes  oubliees  ( The 
Forgotten  Sacrifice)  in  October  1936,  when  the  composer  was  not  yet  twenty-seven.  Messiaen's 
connection  with  the  Boston  Symphony  Orchestra  continued  for  the  rest  of  his  life.  He  was 
composer-in-residence  at  Tanglewood  in  1949;  that  December  Leonard  Bernstein  led  the  BSO  in 
the  world  premiere  of  the  Turangalila-symphonie , commissioned  by  Koussevitzky.  Other 
Messiaen  works  performed  by  the  Boston  Symphony  Orchestra  over  the  years  include 
Chronochromie  (Georges  Pretre),  Et  exspecto  resurrectionem  mortuorum  (Michael  Tilson 
Thomas,  both  in  Boston  and  at  Tanglewood),  and  Three  Short  Liturgies  of  the  Divine  Presence 
(Seiji  Ozawa).  After  Seiji  Ozawa  conducted  the  world  premiere  of  Messaien's  six-hour-long 
opera  Saint  Francis  of  Assisi  in  Paris  in  1985,  he  gave  the  American  premiere  of  three  scenes  in 
concert  format  with  the  Boston  Symphony.  In  the  winter  of  1992,  the  BSO  gave  its  last 
American  premiere  of  a new  Messiaen  piece,  a tribute  to  Mozart,  Un  sourire , under  the  direction 
of  Marek  Janowski,  who  had  commissioned  it. 

One  of  the  major  elements  of  Messiaen's  work  was  his  deep  and  mystical  religious  faith. 
He  thoroughly  absorbed  the  musical  elements  of  the  Catholic  tradition  through  his  many  years  as 
a distinguished  organist,  and  he  could,  when  he  chose,  employ  the  traditional  melodies  of 
Gregorian  chant  for  both  musical  and  symbolic  purposes  in  his  own  scores.  Even  when  not 
employing  plainsong,  he  conceived  many  of  his  works  with  musical  gestures  that  he  identified 
with  religious  imagery  and  symbolism. 

That  religious  faith  formed  the  basis  for  one  of  his  best-known  and  most  moving 
compositions,  Quatuor  pour  la  fin  du  temps  ( Quartet  for  the  End  of  Time),  which  he  wrote  while 
imprisoned  in  a Silesian  military  camp  in  1940.  Finding  three  other  musicians  who  had  managed 
to  retain  their  instruments,  he  composed  the  work  for  a quartet,  with  himself  as  pianist,  drawing 
upon  imagery  from  the  book  of  Revelation.  The  four  musicians  gave  the  first  performance  of  the 
quartet  in  those  stark  surroundings  in  1941,  with  an  audience  consisting  of  5,000  prisoners,  who 
listened  to  the  new  piece  with  rapt  attention. 

After  his  release  from  the  camp  in  1941,  Messiaen  became  professor  of  harmony  at  the 
Conservatoire.  Not  long  afterward  he  began  the  series  of  lessons  in  the  home  of  a friend  that 
attracted  the  attention  of  the  brightest  young  composers  at  the  institution,  notably  Pierre  Boulez. 
He  was  named  Professor  of  Composition  at  the  Conservatory  in  1 966  and  was  elected  a member 
of  the  Institut  the  following  year. 

Messiaen  was  a renowned  ornithologist,  and  often  included  actual  birdcalls,  collected  all 
over  the  world,  in  his  music.  For  a period  in  the  1960s,  especially,  some  of  his  largest  works 
were  based  almost  entirely  on  musical  gestures  created  in  imitation  of  the  songs  of  specific  birds, 
which  the  composer  always  gratefully  acknowledged  in  his  prefaces.  He  regarded  birds  as  the 
world's  most  natural  musicians,  and  in  many  works,  including  Chronochromie,  he  employed 
elaborate  musical  representation  of  birdsong  (with  detailed  attention  to  their  timbre  and 
overtones)  both  as  an  abstract  musical  element  and  as  a representation  of  endless  praise  to  God. 

As  a musician,  Messaien  liked  to  refer  to  himself  as  a "rhythmician,"  since  he  had  spent 
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years  in  a detailed  study  of  the  elements  of  rhythm,  not  only  in  the  European  art-music  tradition, 
but  also  the  rhythmic  concepts  of  the  ancient  Greek  and  Hindu  traditions. 

Chronochromie  was  commissioned  by  Heinrich  Strobel  and  the  Southwest  German 
Radio,  Baden-Baden.  It  was  first  performed  on  the  radio  at  Donaueschingen  under  the  direction 
of  Hans  Rosbaud,  on  October  16,  1960.  The  title  combines  Greek  roots  referring  to  “time”  and 
“color”  and  may  be  regarded  as  meaning  “The  Color  of  Time”;  the  composition  combines  two  of 
Messiaen’s  longtime  preoccupations—rhythmical  investigations  (time)  and  birdsong  (color). 

Messiaen  lays  out  the  work  in  seven  sections  which,  though  played  without  pause,  each 
end  with  a rest  of  indeterminate  length.  The  structure  is  based  on  the  shape  of  choruses  in  Greek 
tragedies.  Following  an  Introduction  with  extremely  varied  orchestral  colors,  Messiaen  provides 
two  “strophes”  and  “antistrophes.”  In  the  classic  Greek  drama  the  chorus  was  divided  into 
halves,  and  each  half  sang~in  a kind  of  poetic  dialogue— either  a strophe  or  an  antistrophe.  The 
strophes  most  clearly  justify  the  title  of  the  work  as  a whole:  each  one  is  based  on  the 
manipulation  of  thirty-two  different  chromatic  durations  in  three  different  ways,  and  these  pitch 
durations  are  “colored”  either  by  manipulations  of  scoring  and  dynamics.  In  classical  drama, 
strophe  and  antistrophe  shared  the  same  form  and  meter.  The  Epode  differs  from  the 
strophe/antistrophe  pairs.  In  Messaien’s  piece  it  is  the  most  complex  part  of  the  work.  Scored  for 
eighteen  solo  strings,  it  requires  each  instrument  to  produce  the  sound  of  a different  bird  (all 
precisely  identified  in  the  score).  Messiaen  assigned  specific  pitches  and  dynamics  to  each 
“bird.”  Each  line  also  interlocks  with  the  duration  issue;  each  line  has  a different  series  of 
durations,  and  these  can  be  permutated  mathematically  All  of  this  organization  (and  there  is  a 
good  deal  more)  is  impressive  to  read,  but  it  does  not  begin  to  suggest  the  astonishing  colors  and 
shimmering  lights  of  this  extraordinary  score,  which  are  best  perceived  simply  in  listening. 

Program  notes  written  and  compiled  by  Steven  Ledbetter 
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BALDWIN  PIANO 


SYNOPSIS 


A Child,  left  alone  in  her  room,  does  not  want  to  do  her 
homework.  Instead,  she  plays  with  Bebe  (the  teddy  bear)  and  play 
acts  a fantasy  of  misbehavior.  She  taunts  her  pet  Squirrel, 

Black  Cat  and  stuffed  Bat;  breaks  her  Teapot,  China  Cup  and 
Clock;  tears  down  the  pastoral  wallpaper  ; and  pokes  at  the  fire 
in  the  fireplace. 

One  by  one,  these  and  other  objects  spring  to  life  and  remind  the 
child  how  her  misbehavior  has  affected  them. 

When  the  Child  finally  wanders  into  the  garden,  she  is  frightened 
by  the  creatures  who  recognize  her  as  the  one  who  catches 
Butterflies  in  nets  and  kills  Bats  with  sticks.  Intent  on 
revenge,  they  attack  the  Child,  but  instead  accidentally  harm  the 
Squirrel . 

The  Child  quickly  stops  the  blood  with  a ribbon  from  her  hair  and 
all  the  creatures  realize  that  she  is  good  and  they  take  her  home 
to  Hama . 


About  This  Performance 

The  challenges  of  bringing  to  life  the  inanimate  objects  and  tiny 
creatures  of  this  story  has  directed  me  to  pursue  the  personality 
or  'spirit'  of  the  piece  rather  than  focus  on  the  obvious 
physical  attributes  of  the  characters. 

We  leave  it  to  the  audience's  sense  of  imagination  and  childlike 
wonderment  to  enjoy  this  performance. 


Carleen  Graham 


^ Enfant  et  les  sortileges 


A low-ceilings':  ’oom  m a country  nouse.  ooenmg  on  ;o  the  garden 

The  nouse  is  in  Tiormanoy.  old  or~Sener  otc-'asnioned.  wun  oig 
uonoisterect  armchairs,  a grandfather  clock  with  a aiai  decorated 
wun  .‘lowers,  a waiioaoer  with  little  oastorai  figures.  A rouno  squir- 
rel s cage  hanging  hear  me  window  a arge.  zanoo/ec  treoiace 
The  smouldering  remains  of  a lire.  A settle  Durrs.  The  cat  too.  After- 
noon 

I The  Child,  six  or  seven  years  old.  sits  m front  of  the  homework 
w men  ne  s iust  oegun  He  s en/oying  a fit  of  laziness,  oiling  ms 
psn-noicer.  scratching  ms  head  and  singing  softly. i 

CHILD 

I don't  want  to  learn  my  lesson 
I want  to  go  for  a walk. 

I'd  like  to  eat  up  all  the  cakes. 

I'd  like  to  pull  the  cat's  tail, 
and  to  cut  off  the  souirrel's. 

I want  to  roar  at  everyone1 
I want  to  put  mother  in  the  corner 

(The  door  opens.  Enter  Mother,  or.  rather  what  the  very  low  ceiling 
and  the  scale  or  ail  the  scenery,  with  the  exaggerated  dimensions 
of  all  the  oo/ects  maxing  the  smallness  of  the  Child  more  sinking, 
allow  to  Oe  seen  or  ner.  i.  e.  a skirt,  the  lower  part  of  a silk  apron,  a 
steel  chain  from  w men  a oair  of  scissors  hangs.  and  a hand.  This 
hand  is  raised,  with  a questioning  forefinger.) 


MOTHER 

Has  mother's  boy  been  good,  and  finished  his  lesson"’ 

(The  Child  makes  no  answer.  Out.  pouting,  slips  lower  into  his  chair 
The  skirt  moves  forward  on  the  stage,  one  hand  holding  the  top  of  a 
copy-book.  The  other  hand,  higher,  holds  a tray  with  a teapot  and 
cup.  I 

Oh'  you've  done  nothing!  You've  scattered  the  carpet 
with  ink!  Are  you  sorry  for  your  laziness7 
iThe  Child  remains  silent. ) 

Promise  me.  dear,  to  work. 

(silence). 

D'you  want  to  say  you're  sorry7 

rrhe  Child's  only  reoiv  s to  raise  ms  head  and  put  his  tongue  our  at 
his  Mother  j 

Oh"!  . . 

' ' ne  sklrT  moves  pack  a little.  The  second  hand  puts  the  lunen-rrav 
on  the  taoie. ; 

isrerni 

Here  s lunen  for  a naugnty  cmid  tea  without  sugar  and 
dry  bread. 

You  II  remain  on  your  own  till  suocer-time! 

And  thinx  aoout  your  naughtiness! 

Anc  about  your  homework  too! 

Above  all,  thinn  how  sao  you've  made  Mama! 

[The  door  opens  again,  the  skirt  moves  away.  The  Child,  led  alone, 
is  seized  with  a fit  of  perversity.  He  dances  with  rage  shnekmo 
loudly  at  the  door ) ' * 

CHILD 
I don't  care' 

Anyway,  I'm  not  hungry! 

And  I much  prefer  to  oe  alone' 

I don't  like  anyone! 

I’m  very  naughty! 

Naughty'  Naugnty'  Naughty' 

i With  the  oack  of  his  hand,  he  sweeps  the  teapot  and  cup  off  the 
taoie  and  they  Oreak  into  a thousand  pieces.  Then  he  climos  onto 
the  wmoowsill.  opens  the  squirrel's  cage  and pneks  the  little  animal 
with  his  pen  mb  The  wounded  squirrel  cnes  out  and  escapes 
through  the  open  fanlignt  of  the  casement  window  The  Child 
lumps  down  from  the  window  and  pulls  the  tail  of  the  cat.  which 
spits  and  hides  itself  under  an  armchair.) 


(beside  himseih 

Hurran' 

&ratulisntr>ytfi£f>okitr  hepnv »-  -?  v<?  and  kinks  the  kettle  over 
tioocs  oi  smof-i  who  a Sites., 

Hurrah'  Hurran! 

(Using  me  oexe'  ike  a sword,  he  attacks  the  little  figures  on  the 
waiipaoer  wnip.r  ~e  tears  off : targe  snreos  of  it  come  orf  me  wail  and 
hang  ) oose  He  teens  the  case  of  the  grandfather  clock,  tangs  on 
the  cooper  oenouium  wmch  comes  orf  m his  hands.  Then  catching 
sign  ot  ms  scrcoi  and  cooy-oooxs  on  the  taoie.  he  tears  them  to 
pieces,  roanng  with  'augnter ) 

Hurrah'  No  more  lessons!  No  more  homework!  I am  free, 
free,  naughty  and  free! 

(Satiated  with  tre  devastation  ne  has  wrought  and  out  ot  breath,  he 
is  aoout  to  fail  mto  me  arms  or  a large  armchair  covered  in  cretonne, 
wnen  to  his  suronse.  they  move  apart,  the  seat  escapes,  and. 
hoooimg  like  an  enormous  toad,  the  Armchair  moves  away.) 

(startled) 

Ah'  . 

(Having  gone  pack  three  paces,  the  Armchair  returns,  heavy  and 
mocking,  and  goes  to  greet  a tittle  Louis  XV  oergere.  which  he 
leads  through  a measured  and  grotesque  dance.) 

ARMCHAIR 

Your  humble  sen/ant.  Bergere! 

BERGERE 

(with  a curtsey) 

Your  servant.  Armchair! 

ARMCHAIR 
Now  we  re  forever 
rid  of  this  Child 
with  his  wicked  heeis. 

3ERGERE 

You  see  now  relieved  l am  at  that! 


ARMCHAIR 

No  more  cusmons  for  his  slumber, 
no  more  seats  for  his  musing, 
no  more  rest  for  him  save  on  bare  earth. 

And  still  more  . . . who  knows7 

BERGERE 

Ano  still  more  . who  knows? 

APMCHAIP.  3ERGcRE 
Now  we  rs  :prever.  etc. 

ARMCHAIR 
The  bench.  . 

BERGERE 
. the  coucn.  . . . 

ARMCHAIR 
.the  pouffe  . 

BERGERE 

. . . anc  the  wicker  chair . . . 

ARMCHAIR 

want  no  more  of  the  Child. 

PIECES  OF  FURNITURE 

(wmch  have  been  mentioned  by  the  Armchair  and  the  Bergere. 
some  raising  their  arms,  some  their  legs,  repeat  in  chorus) 

No  more  of  the  Child! 

( The  Child,  moooniess  and  m a dazed  state,  with  his  Oack  against 
the  wail,  listens  and  looks  on.) 

GRANDFATHER  CLOCK 

(ringing  and  singing) 

Ding,  ding,  ding,  ding; 
and  again  ding,  ding,  ding! 

I can  t stop  myself  from  chiming! 

I no  longer  know  the  time! 

He’s  taken  away  my  pendulum! 


T 


I have  a terrible  tummy  ache! 

■^rc  a draught  right  in  my  m-cdie' 

Andtm  £egtn/ttn<j  b wanner 

77):  C/Cci~<ki*iir)c2p cn  -wc  feeCpfi-ftidsty  ^wi  vLM't'/bSvMjden 

smrt  He  nas  i sm si,  rcu,z)  osy  ics  <n  place  of  ms  dial,  ana  two 
snort  gesticulating  arms.) 

CHILD 

(scared) 

Oh!  The  clock  is  walking! 

CLOCK 

i walking  ana  nngmg) 

Ding,  ding,  ding  . . . 

At  least  let  me  pass. 

that  I may  go  and  hide  my  shame! 

To  chime  so  at  my  age! 

1. 1 wno  so  gently  struck  the  hours. 

the  nour  of  sleep,  the  hour  to  wake. 

the  hour  bringing  the  one  that's  awaited. 

the  blessed  hour  in  which  the  naughty  Child  was  born! 

Pernaos.  if  he  hadn't  mutilated  me. 

nothing  would  ever  have  changed 

in  this  house. 

Perhaps  no  one  would  ever  have  died  . . . 

If  I'd  been  able  to  go  on  striking 
the  nours. 

one  and  all  exactly  alike! 

Ah!  let  me  nice  my  shame  and  sorrow, 
my  nose  against  the  wall! 

Ding,  ding,  ding 

(Sinking  mournfully,  the  Clock  crosses  the  stage  to  the  other  ena of 
the  room,  facing  the  wall  ana  again  oecomes  motionless.  Two 
snutfly  voices  are  heard  close  to  the  ground.) 

TEAPOT 
(Black  Wedgwood) 

How's  your  mug? 

CUP 

(Chinese) 

Rotten! 

TEAPOT 

. - better  nac  . . 

CUP 

Come  on! 

TEAPOT 

no  the  Child,  -s.oidly  menacing,  with  the  airs  of  a ooxmg  cham- 
pion/ 

Black  ano  ccstaud, 
biack  and  c.n:c.  jolly  fellow. 

I puccn,  Sir. ; ounch  your  nose. 

I knock  out  you.  stupid  chose! 

Black  and  tmex.  and  vrai  beau  gosse. 

I box  you.  I marm'lad'  you  . . . 

CUP 

(to  the  Child,  threatening  mm  with  its  gold,  pointed  fingers) 

What  the  heil.  .Mah-jong, 

wnat  the  heil.  since  it's  not  understood. 

it  will  have,  it  will  have,  it  will  have. 

it  will  have,  cascara.  harakin,  Sessue  Hayakawa. 

ha!  it  will  always  have  a Chinese  air. 

CUP.  TEAPOT 

Ha1  it  will  always  have  a Chinese  air 

TEAPOT 
' I box  you. 


CUP  teapot 

Ring,  oc~d.  pmc,  pong,  ping. 

fit),  ’-it  nauejc ur-Jsre  with  my  Kawa' 

/I"'?  /"ewe  ;r  arc  Cup  disacoear.  dancing./ 

CHILD 

fhorror-stnekeni 

Oh!  my  lovely  china  cuo! 

•The  sun  is  setting.  ,ts  nonzonta I rays  are  turning  red.  The  Child 
shivers  m fear  and  loneliness:  he  approaches  the  fire  which  sput- 
ters a burning  spark  in  ms  face./ 

EIRE 

• bounding  out  from  the  chimney,  thin,  spangled  and  dazzling) 
Away!  I warm  the  good  but  bum  the  bac1  Foolhardy  little 
savage,  you've  insulted  all  the  friendly  housenold  gods 
wno  held  the  ‘ragile  barrier  between  you  and  misfortune! 
Ah!  You've  brandished  the  poker,  uoset  the  kettle,  and 
scattered  the  matches!  Beware!  Mind  the  dancing  flame! 
You'll  melt  like  a snowflake  on  its  scarlet  tongue! 

Ah!  Beware!  I warm  the  good!  Beware!  I burn  the  bad! 
Beware1  Seware!  Ah!  3eware! 


iFire  darts  forward  ana  first  pursues  the  Child  who  smetas  himself 
with  the  furniture.  Behind  Fire,  springing  from  his  foctsteos.  nses 
C.nder  She  is  grey,  sinuous  and  silent.  At  first  Fire  does  not  see 
net  Then,  having  seen  her.  he  plays  with  ner.) 

Ah! 

(Sheplavs  with  mm  Sheenes  to  subdue  Fire  beneath  her  long  grey 
veils.  He  laugns.  escapes  from  ner  and  dances.  The  play  continues 
until,  bred  of  struggling.  Fire  allows  himself  to  be  ztasoed.  He 
makes  a last  leap  to  free  himself,  flares  up  again  for  a moment,  then 
falls  asieeo.  enrolled  m her  long  arms  and  veils.) 


Ah! 

( The  moment  no  ceases  to  burn,  shadows  mvade  the  room,  twilight 
has  come,  aireaay  starnng  the  window-panes,  while  the  colour  of 
the  Sky  neraids  the  nsmg  of  a full  moon.) 

CHILD 

(in  a subdued  / oicei 
I’m  afraic.  !'m  afraid  . . . 

iTmv  laugns  eoiy.  He  ooks  around  and  sees  the  torn  pieces  of 
walloaoer  -tsmg  up.  A wnple  orocessicn  of  the  ittle  figures  painted 
on  me  oacer  steos  isnward.  rather  ridiculous  and  very  touching. 
There  are  the  Sneonercess  and  the  Sheonera.  tne  sneeo  the  deg. 
the  goats,  etc  An  artless  music  for  pipe  and  taoor  accompa- 
nies mem 

SHEPHERDS 
Farewell.  Sheoneroesses! 

SHEPHERDESSES 
Shepherds,  'arewell! 

SHEPHERDS.  SHEPHERDESSES 
No  ionger  snail  we  pasture  our  green  sheep 
on  tne  purple  grass! 

SHEPHERDS 
Alas,  our  violet  goat! 

SHEPHERDESSES 

Alas  for  our  gentle  pink  lambs! 

SHEPHERDS 

Alas  for  our  purple  cherries! 

SHEPHERDS.  SHEPHERDESSES 
And  our  blue  dog! 


CUP 

k Pmg.  pong,  ping  . . 


3 


when  w e embraced  sJvpl 

our  love  seemed  eternal 
eternal  our  piping. 


shepherdesses 
Wi'h  madv  :ios.  Shepherds 
eternal  seemed  our  piping. 

(Ballet  ot  :ne  rds  figures  wno  express 
being  separat sc  ‘ram  each  other  I 


in  dancing  thei'  sorrow  at 


A SHEPHERD 

The  naughty  Child  has  torn  up 
our  gentle  stcn/  - 

a shepherd  -are.  a sneonerdess  there  - 
the  naugnry  Child,  wno  owes  to  us 
his  very  first  smile. 


A SHEPHERD.  A SHEPHERDESS 
A shepnerd  nere.  a snepheroess  there,  etc. 


A SHEPHERDESS 
Ungrateful  Child,  who  nas  slept 
wmle  our  blue  oog  Kept  watch  over  him. 
Alas,  our  violet  goat! 


A SHEPHERD 

Alas  for  our  pink  and  green  sheep! 


SHEPHERDS 
Farewell.  Shepherdesses! 


SHEPHERDESSES 

Sheoherds.  farewell!  _ 

(They  go  away,  and  with  them  the  music  of  oioe  and  taoor  The 


head  ot  hair,  arc  then  an  adoraoie  fairy-tale  Pnncess.  Mho  hardly 
seems  awaxe  and  who  stretches  our  her  arms  weighted  with  je- 
wels.) 


CHILD 
( amazed ) 

Ahl'tisshe1  tis  she! 

PRINCESS 

Ah!  Yes,  'tis  sne.  your  fairy  princess, 
sne  for  wncn  you  called  out  in  your  dream 
last  night. 

She  whose  stony,  begun  yesterday, 
keotyou  awaxe  so  long. 

You  were  singing  to  yourself:  ' She  is  blonde 
with  sky-blue  eyes." 

You  sougnt  me  m the  heart  of  the  rose, 
and  m the  scent  of  the  lily. 

You  sougnt  me.  little  Love. 

and  since  yesterday  I've  been  your  first  love. 

CHILD 

Ah!  'tis  sne1  'tis  she1 


PRINCESS 

But  you've  torn  up  the  book. 

What's  going  to  happen  to  me? 

Who  knows  if  the  evil  enchanter 
isn't  going  to  put  me  to  sleep  for  ever, 
or  dissolve  me  into  cloud? 

Tell  me.  aren't  you  sorry  never  to  know 
the  fate  of  your  first  love9 

CHILD 

(tremoling) 

Oh!  Don't  go!  Stay!  Tell  me  . . 

And  the  tree  m which  the  bluebird  sang9 


PRINCESS 

{'oMnytmtif’  ratPvd  kn»ts 

ifc  oiar  ches.  sec  fs  fruit,  aias 

CHILD 
1 anxiously / 

And  your  necklace,  your  magic  necklace9 
PRINCESS 

tooinnng  again  i 

See  its  broKen  rings,  alas 
CHILD 

Your  gallant?  The  Prince  with  a rose-coloured  crest?  Oh. 
that  he'd  come  with  his  sword  If  only  I had  a sword!  A 
swore!  Ah'  mto  my  arms,  mio  my  arms!  Come.  I'll  be  able 
to  defend  you! 

PRINCESS 

I her  arms  wnrhmgj 

Alas,  my  weaK  little  friend. 

what  can  you  do  for  me9 

Can  one  know  the  length  of  a dream9 

My  dream  was  so  long,  so  long, 

that  perhaps,  at  its  end. 

you  might  have  been  the  Prince  with  the  rosy  crest. 

(The  floor  moves  and  opens  oeneath  her:  sne  calls  out.  I 
' Help!  Help1  Sleep  and  Nignt  want  to  take  me  again1  Help! 

CHILD 

fvamiy  trying  to  cold  her  oack  Oy  her  golden  nair.  veils  and  long 
wmte  hands) 

v My  sword!  My  sword!  My  sword! 

I But  an  invisible  force  sucks  down  the  Pnncess.  wno  disappears 
underground.) 


CHILD 

(atone  and  desolate,  in  a suodued  voice) 

You.  the  heart  of  the  rose. 

you  the  white  lily's  scent. 

you.  your  hands  and  your  crown. 

your  blue  eyes  and  your  iewels 

You've  only  :ert  me  like  a moonbeam, 

a golden  hair  upon  my  snoulder. 

a golden  hair . . and  fragments  of  a dream  . . 

i He  leans  forward  and  looxs  m vain  among  the  scattered  sages  for 

the  end  of  the  fair/ -taie.  out  in  vain  He  seeks  . .) 

Nothing  . all  these  are  school  books. 

(He  pushes  them  with  his  tcot.) 
dull  and  dreary 

( But  snnll  little  voices  come  out  from  Between  the  pages,  which  nse 
uo  and  disclose  the  malicious  and  gnmacing  little  figures  ofnum- 
Oers.  Out  of  a large  album  opened  out  like  a root,  emerges  a little 
old  man.  humcoacked.  oeax-nosed.  Bearded,  with  numbers  on  his 
clothes,  caoced  with  a n.  a rape  measure  for  belt,  and  armed  with  a 
ruier  He  noias  a wooden  book  which  clicks  m time,  and  he  takes 
little  dancing  steps,  wmle  ne  recites  scraps  of  problems.) 


LITTLE  OLD  MAN 
Two  taps  run  into  a tank! 

Two  slow  trams  leave  a station 
at  twenty-minute  intervals. 

-vals.  -vals.  -vaisl 
A peasant-woman. 

-woman,  -woman,  -woman, 
carries  all  her  eggs  to  market! 

Cnee  a haberdasher. 

-dasher,  -dasher,  -dasher, 
solo  six  yards  of  cloth! 

(He  catches  sight  of  the  Child  and  makes  for  him  m a very  ugly 
manner ) 


CHILD 

(pamc-stnckeni 

Good  Lore!  lt'3  Arithmetic! 

LITTLE  OLD  MAN 
(assenting) 

-tic.  -tie.  -tic! 

CHORUS  OF  NUM8ERS 

(lifting  up  -T9  sages  and  saualling) 

-tie,  -tie.  -tic! 

ffh°  ott/e  Cio  'dan  dances  round  the  Child.  Increasing  his  baleful 
passes.) 

LITTLE  OLD  MAN 
(pmcntng  his  nose) 

Four  and  four,  eighteen, 
eleven  and  six.  twenty-five, 
four  and  four,  eighteen, 
seven  times  nine,  thirty-three. 

CHILD 

(fascinated) 

Seven  times  nine,  thirty-three9 
NUMBERS 

Seven  times  nine,  thirty-three. 

(They  come  out  from  under  the  pages.) 

CHILD 

(bewildered) 

Four  and  four9 

LITTLE  OLD  MAN 
(whisphenng) 

Eighteen! 

CHILD 

Eleven  and  six? 


NUMBERS 

Once  a hadercasher. 

-dasher.  -das~er,  -dasher, 
sold  six 

LITTLE  OLD  MAN 

Two  fejpr.  run  nto  a tank! 

NUMBERS 
A peasant- woman, 

-woman,  -weman.  -woman, 
goes  off  to  tre  market  . . . 

LITTLE  OLD  MAN,  NUM8ERS 
( wild  round-dar.ee) 

Three  nines,  thirty-three! 

Twice  six.  twenty-seven! 

Four  and  four!  Four  and  four?  . . . 

Twice  six.  thirty-one! 

Four  plus  seven,  fifty-nine! 

Five  fives,  ‘orty-three! 

Seven  and  four,  fifty-five! 

Four  and  four1  mve  and  seven! 

Twenty-five!  Thirty-seven! 

Ah! 

(Giddy,  the  Child  falls  full  length  on  the  ground.  The  Little  Old  Man 
and  his  Numoers  move  away.) 

LITTLE  OLD  MAN 
(aooeanng  in  the  wings) 

Four  plus  four,  eighteen! 

NUMBERS 
(imitating  him) 

Eieven  and  six.  twenty-five! 

Thirty-three! 


LITTLE  OLD  MAN 
(as  above) 

Twenty-five! 

CHILD 

Four  and  four9 

LITTLE  OLD  MAN 
Eignteen! 

CHILD 

'.boldly  exaggerating) 

Three  times  nine,  four  hundred! 

LITTLE  OLD  MAN 

swavmg  to  get  the  tempo  of  the  dance ) 

Millimetre. 

centimetre, 

cecimetre. 

decametre. 

hectometre. 

kilometre. 

mynametre. 

not  a miss! 

Oh.  what  bliss! 

Millions. 

biilions. 

trillions. 

arc  frac-cillions! 

NUMBERS 

drawing  me  Child  into  their  dance) 

Two  taps  run  into  a tank! 

Two  slow  trains  leave  a station 
at  twenty-minute  inter 

LITTLE  OLD  MAN 
A peasant-woman. 

-woman,  -woman,  -woman, 
carries  all  her  . . 


LITTLE  OLD  MAN 
fas  above) 

'teen! 

(The  Child  sits  up  with  difficulty . The  moon  has  nsen  and  lights  up 
the  room  The  Slack  Cat  slowly  crawls  out  from  under  the  armchair. 
He  stretches  mmseif.  yawns  and  washes  himseif.  At  first  the  Child 
does  not  see  nim.  and  stretches  himself  out.  exhausted,  his  head 
on  a footstool.) 


CHILD 

Oh1  My  head1 

(The  Cat  oiavs.  - oiling  a ball  of  wool.  He  approaches  the  Child  and 
tnes  to  play  with  ms  blonds  head  as  with  a bail.) 

Oh!  My  head!  My  head! 

(He  partly  raises  mmseif.  and  sees  the  Cat.) 

It's  you.  pussy9  How  big  and  dreadful  you  are!  You  speak 
too.  no  doubt? 

i The  Car  snakes  ms  head,  spits  and  turns  away  mom  the  Child.  He 
piavs  with  the  woollen  ball.  The  White  Cat  atooears  in  the  garden. 
The  Black  Cat  interrupts  his  play.) 

Cats'  Duet 


(The  Slack  Cat  toms  the  White  Cat.  The  Child  omidty  follows  him,  at- 
tracted by  the  garden  At  this  moment  the  walls  parr,  the  ceiling  flies 
up  and  the  Child  finds  himself  transported  with  the  Cats  into  the 
garden  whicn  is  lit  by  a full  moon  and  the  rosy  glow  of  sunset.) 


Trees,  flowers,  a little  green  pool,  a fat  tree-trunk  covered 

in  ivy 

The  music  of  insects,  frogs  and  toads,  the 
laughter  of  screech-owls,  a murmur  of  breeze  and 
nightingales 


CHILD 

'stretching  -is  arms) 

Ah'  what  oaopmess  to  lino  you  again  Garnen' 

Helens  *qams:  3 rr^(  faftK  -^/van  c.  y ~ 

TREE 

•groaning) 

My  wounc  . my  wound  . . 

CHILD 

What  wouna7 
TREE 

The  wound  you  inflicted  today  on  my  side,  with  the  knife 
you  pinched  . . . Alas!  It’s  still  bleeding  sao  . . . 


OTHER  TREES 

< groaning  ana  swaying) 

Our  wounds  .our  wounds  . . They're  still  fresh  and  go 
on  bleeding  sap  . . Naughty  Child! 

(The  Child,  moved  to  pity,  puts  his  cheex  to  the  bar k ot  the  big  tree. 

A dragonfly  passes,  chirping,  and  disappears.  She  passes  and  re- 
passes. Others  follow  her.  An  oleander  hawkmoth  imitates  her. 
Other  hawXmoths  and  dragonflies.) 

DRAGONFLY 

(the  first  one  to  have  passed,  singing  as  it  flies) 

Where  are  you? 

I'm  iooking  for  you  . . . 

The  net . . . 

It's  caught  you  . . . 

0 you,  dearest, 
long  and  frail, 
your  turquoises, 

your  topazes, 

the  air  which  loves  you 

misses  them 

less  than  I . . . 

NIGHTINGALE 
r Aaa!  . . 

(The  music  of  insects,  frogs,  etc.  is  heard.) 

DRAGONFLY 
Alone,  alone. 

I am  pining 

and  look  for  you  . . . 

(to  the  Child.  while  flying  around  his  nead ) 

Give  her  pack  to  me! 

Where  is  she? 

My  companion, 

, give  her  back  to  me! 

CHILD 

I can't!  I can't! 

DRAGONFLY 

(insisting) 

Where  is  she? 

CHILD 
(turninq  away) 

I cannot . . . 

(aside) 

The  dragonfly  which  I caught . . . Pierced  with  a pin  . . . 
against  the  wall. 

(horrified) 

Ah! 


Round-dance  of  the  bats 


on  me  am 

G-/e  her  bacK  to  me  . tsk.  tsk  Give  her  back  to 

y>-<L  . ff-i — Hi,  •ttyrc.  ■ ■ ’..‘"•a  sat  /ou  L'ow'5 

CHILD 

“ angmg  his  read) 

I know! 

3AT 

iflying) 

Tie  big  stick  . . . tsk.  tsk  . the  chase  . last  night 
tsk  Your  victory  . . And  the  little  animal,  there,  dead 
at  your  feet . . . 

CHILD 

Mercy! 

9AT 

The  nest  full  . . . Little  ones  . . . with  no  mother.  They 
must . . tsk.  tsk,  be  nourished  . . . 

CHILD 

Motherless!  . . . 

BAT 

Now  we  . . . tsk,  tsk  . . . We  fly,  we  nunt  . . We  turn  . . . 
we  hunt . . . We  snatch  ...  tsk  ...  tsk  . It’s  your 
fault . . . 

(Beiow.  a little  frog  emerges  from  the  pool  and  rests  his  two  hands 
on  the  edge.  Another  does  the  same,  then  another,  until  the  pool  is 
encircled  with  frogs  crowded  against  each  other  and  croaking. 
Croaxmg.  they  get  out  of  the  pool  and  begin  to  play  in  the  way  frogs 
do.) 


Dance  of  the  frogs 

(One  of  the  frogs,  having  danced,  props  himself  with  ms  hand 
against  the  Child's  knee.) 

SQUIRREL 

(curtly,  from  the  too  of  the  tree,  amidst  a noise  of  splitting  nuts) 
Save  yourself,  silly!  And  the  cage?  The  cage7 
FROG 

Wha-wha-wha-whafs  that? 

SQUIRREL 

un  the  fork  of  two  low  branches,  and  coughing  the  way  sauirreisao) 

The  prison.  Heu.  heu.  The  prison.  The  mb  which  iabs  be- 
tween two  bars.  Heu.  heu.  I was  able  to  escape,  but  your 
four  moist  little  hands  aren't  as  good  as  mine. 

FROG 

Wha-wha-wha-what  did  you  say7  I don't  know  the  ca-ca- 
ca-cage.  I know  the  fly  thrown  to  me. 

(She  tumps.) 

Ploc!  and  the  red  rag. 
iShe  lumos.) 

Ploc!  The  bait  comes.  I leap  up.  I’m  caught.  I escape,  I re- 
turn. Ploc! 

SQUIRREL 

3ramless!  You'll  share  my  fate! 

CHILD 
'to  the  sauirrel) 

The  cage,  it  was  to  see  better  how  mmole  you. were,  your 
four  tiny  paws,  your  fine  eyes 


SQUIRREL 

, sarcastically i 

Yes.  it  was  for  my  fine  eyes! 

(While  he  speaks.  the  garden  s seeded  with  ,umpmg  scuirrels. 
Their  games  ana  caresses,  susoended  m me  air.  do  •'or  disturo 
tnose  ot  the  rregs  oeiow  A couoie  of  oleander  nawkmotns imitate 
mem.  Other  grouos  cling  to  each  other  and  seoarate  The  garden, 
oaicitatmg  with  Mings,  glowing  red  with  sauirrels.  is  a oaradise  of 
tenderness  and  animal  toy ) 


Do  you  know  wnat  they  reflected,  my  fine  eyes7  The  free 
sky.  the  free  .vmd  and  my  free  brothers,  jumping  as  if 
winged  . . Look  then  at  what  they  reflected,  my  fine  eyes 
all  glistening  with  tears! 

CHILD 

They  love  eacn  other.  They're  haopy.  They've  forgotten 
me. 

(The  Black  Cat  and  the  White  Cat  anoear  on  the  too  ot  the  wall.  He 
licks  her  ears  in  a fnendly  way  and  plays  with  ner;  they  move  away, 
one  following  tne  other  along  the  too  of  the  narrow  wall.) 

They  love  eacn  other  . They've  forgotten  me  . . I'm 
alone  . . 

I In  soite  ot  himseif.  he  calls  out.) 

Mama!  . . . 

(At  this  cry.  all  the  animals  nse  uo  and  separate,  some  flee,  others 
run  up  menacingly.  0 lending  their  voices  with  those  ot  the  trees, 
crying) 

ANIMALS.  TREES 

Ah!  It's  the  Child  with  the  knife! 

It's  the  Child  with  the  stick! 

The  bad  Child  with  the  cage! 

The  bad  Child  with  the  net! 

The  Child  who  loves  no-one, 
and  whom  nobody  loves! 

Shall  he  escaoe7 

No!  He  must  be  pumsned! 

I've  my  taions! 

I’ve  my  teeth1 

I've  my  cawed  wings! 

Let's  unite,  let's  unite!  Ah! 

fAll  the  animals  tall  uoon  the  Child  at  the  same  time,  surrounding, 
pushing  and  pulling  him  it's  a frenzy  w men  oecomes  a struggle,  for 
eacn  animai  wants  to  oumsn  the  Child  on  its  own.  and  the  animals 
Oegm  to  tear  eacn  other  to  pieces.  The  Child,  caught,  delivered,  re- 
taken. passes  rrom  oaw  to  oaw.  At  Che  neign r of  the  struggle,  he  is 
thrown  into  me  corner  ot  the  stage  and  forgotten  by  the  animals  in 
their  orgy  or  rigntmg.  Almost  at  the  same  time,  a little  wounded 
sauirrei  Heps  oesice  the  Child  with  a sharp  cry.  The  animals, 
asnamed.  are  stilled.  Thev  seoarate  and  surround  at  a distance  the 
sauirrei  thev  nave  injured  . Taking  a npand  from  his  neck,  the 
Child  ties  j the  sauirrei’ s wounded  caw.  then  falls  back  weakly. 
Profound  siience.  stuoefaccon  among  me  animals.) 


AN  ANIMAL 

(out  of  tne  deep  silence) 

He  has  dressed  the  wound  . . . 

ANOTHER  ANIMAL 

He  has  dressed  the  wound  ...  He  has  bound  the  paw  . . . 
stoppea  the  bleeding  . . 

OTHER  ANIMALS 
He  has  dressed  the  wound. 

ANIMALS 
(amongst  themselves) 

He's  in  pain  .He's  wounded  ..  He's  bleeding  ...  He 
dressed  the  wound  . . . His  hand  must  be  bound  up  . . . 
the  bleeding  stopped  . . What's  to  be  done7  He  knows 
how  to  cure  ills  . What's  to  be  done7  We've  wounded 
him  . . What's  to  be  done? 


AN  ANIMAL 

A moment  ago  he  was  calling 

’ ANIMALS 
He  was  calling  . 

AN  ANIMAL 

He  cned  out  a word.  |ust  one  word:  "Mama!'1 

ANIMALS 

Mama 

They  come  closer  together  and  surrounc  the  recumbent  Child. 
The  sauirreis  are  suspended  from  the  branches  above  him.  while 
me  dragonriies  fan  him  with  their  wings.) 

AN  ANIMAL 

He's  silent ...  Is  he  going  to  die7 
ANIMALS 

We  don't  know  how  to  bind  his  hand  ...  to  stop  the 
bleeding  . . . 

AN  ANIMAL 
i pointing  to  the  house) 

That's  where  we'll  find  help!  Let's  take  him  back  to  the 
nest!  They  should  hear  there  the  word  he  cned  out  a mo- 
ment ago  . . . Let's  try  and  call  it . . . 

(The  animals,  all  together,  lift  uo  the  Child,  sale  and  inert,  and  carry 
him  step  oy  step  towards  the  house.) 

ANIMALS 

< hesitatingly  and  softly) 

"Ma . . . ma!" 

(louder) 

“Ma-ma!'' 

(The  Child  opens  his  eyes,  tries  to  stand  uo.  With  their  paws,  wings, 
heads  and  backs,  the  animals  still  support  him  . . ) 

(still  louder) 

"Mama!” 


(A  light  appears  at  the  windows  of  the  house.  At  the  same  time,  me 
moon  emerging  from  a cloud  and  the  rosy  golden  dawn  flood  the 
garden  in  pure  light.  The  sonq  of  the  nightingales,  me  murmunngof 
trees  and  animals.  One  by  one  the  animals,  withdrawing  their  sup- 
port from  me  Child  as  it  becomes  unnecessary,  sadlv  break  up  me 
group  around  the  Child,  but  they  escort  him  a little  further,  feting 
him  with  tapping  wings,  somersaults  of  joy.  then,  halting  meir 
fnendly  procession  in  the  shadow  of  me  trees,  they  leave  the  Child 
on  ms  own.  erect,  luminous  and  fair  in  a naio  ot  moonlight  and 
dawn,  holding  out  his  arms  rewards  her  wnom  the  animals  called' 
“ Mama I “) 


ANIMALS 

He  is  good,  the  Child,  he  is  wise,  very  wise,  he  is  so  wise, 
so  good. 

He  dressed  the  wound,  stopped  the  bleeding. 

He  is  wise,  so  wise,  so  kind. 

He  is  good,  the  Child,  he  is  wise,  very  wise. 

He  is  so  kind. 

CHILD 

(holding  out  his  arms) 

Mama! 

(T ranslation  @1981  Felix  Aprahamtan) 
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Kristina  Faust,  Dir.  of  Scheduling 

Amy  Brogna,  Staff  Assistant 

Sharon  S.  Lu,  Office  Intern 

Amy  Dombach,  Asst.,  Adult  Music  Seminar 

Lou  Mikolajek,  Dir.  of  Operations,  West  St. 

Ann  Mickle,  Mgr.  of  Operations,  West  St. 

YAO  Faculty  & Staff 

Robert  Merfeld,  Director,  Chamlier  Music 

Kostis  Protopapas,  Orchestra  Manager 

Nancy  Cahall,  Librarian 

Michael  Cormier,  Asst.  Orchestra  Manager 

Julie  Giattina,  Asst.  Chamber  Music  Cdtr. 

YAVP  Faculty  & Staff 
Phyllis  Hoffman,  Director 
Ann  I loward  Jones,  Conductor 
Stephen  Bomgardner 
Erik  Chalfant 
Stephanie  Davis 
Jeanne  LaForgia 
Elizabeth  Mondragon 
Linda  Osborn- Blaschke 
Gregg  Punswick 
Amy  Schneider 
Shinobu  Takagi 

Faculty 

Maria  Clodes  Jaguaribe,  Director,  YAPP 
Claude  LaBelle,  Assistant  Director,  YAPP 
Richard  Cornell,  Director,  YACP 
Alex  Freeman,  Assistant,  YACP 
Lucile  Lawrence,  Director,  Harp  Seminar 

Stage  Management 
Keith  Elder,  Manager 
Stephen  Chapdelaine 
Kelly  O'Callahan 
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BOSTON  UNIVERSITY  TANGLEWOOD  INSTITUTE 

YOUNG  ARTISTS  ORCHESTRA 

Final  Concert 

Kirk  Muspratt,  conductor 

Saturday,  August  17,  1996  at  2:00  p.m. 

Seiji  Ozawa  Hall,  Tanglewood 


Fanfare  for  the  Common  Man  Aaron  Copland 

(1900-1993) 

Scottish  Fantasy  Max  Bruch 

Introduction  (1838-1920) 

I.  Adagio  cantabile 

II.  Allegro 

III.  Andante  sostenuto 

IV.  Finale.  Allegro  guerriero 


Yuri  Mazur kevich,  violin 

- INTERMISSION  - 


Symphonie  Fantastique  Hector  Berlioz 

I.  Reveries,  Passions  (1803-1869) 

II.  Un  bal 

III.  Scene  aux  champs 

IV.  Marche  au  supplice 

V.  Songe  d'une  nuit  du  sabbat 


Kirk  Muspratt  was  appointed  Resident  Conductor  of  the  Pittsburgh  Symphony  Orchestra  by 
Music  Director  Lorin  Maazel  in  1994.  Prior  to  his  appointment,  he  served  as  Resident  Staff  Conductor  and 
Affiliate  Conductor  of  the  Pittsburgh  Symphony  Orchestra,  Associate  Conductor  of  the  Utah  Symphony, 
Affiliate  Artist  Assistant  Conductor  of  the  St.  Louis  Symphony,  and  Music  Director  of  the  St.  Louis 
Symphony  Youth  Orchestra. 

Muspratt  has  also  maintained  a busy  schedule  as  a guest  conductor,  appearing  with  the 
orchestras  of  Los  Angeles,  Detroit,  London,  Rochester,  New  Orleans,  Vancouver,  Calgary,  Edmonton, 
Winnipeg  and  Montreal.  He  was  a featured  conductor  at  the  National  Arts  Center  and  1994  Woodstock 
Mozart  Festival  and  is  a regular  guest  conductor  at  the  Banff  Center  for  the  Performing  Arts. 

In  Europe,  Muspratt  has  served  as  assistant  conductor  in  the  opera  houses  of  Monchengladbach 
and  Krefeld,  Germany.  While  a conducting  student  in  Vienna  in  1983  and  1984,  Muspratt  was  awarded 
the  Johann  Strauss  Prize  for  Advanced  Study.  He  is  the  recipient  of  numerous  other  awards  and  grants  for 
both  conducting  and  piano  performance. 

Although  this  is  his  first  appearance  with  the  BUTI  Young  Artists  Orchestra,  Mr.  Muspratt  is 
not  a new  face  at  Tanglewood.  He  was  a Tanglewood  Music  Center  conducting  fellow  in  1987. 


Violinist  Yuri  Mazurkevich  studied  with  David  Oistrakh  at  the  Moscow  Conservatory  where  he 
earned  an  Honors  Diploma,  Artist  Diploma  and  Master's  Degree.  He  was  named  Outstanding  Artist  of 
the  Ukraine  in  1969  and  is  a laureate  and  winner  of  the  Helsinki,  Munich,  and  Montreal  International 
Competitions. 

Mr.  Mazurkevich  is  a former  faculty  member  of  the  Kiev  State  Conservatory,  University  of 
Western  Ontario  and  University  of  Illinois.  He  has  concertized  in  more  than  35  countries,  including  the 
former  Soviet  republics,  the  Near  and  Far  East,  Europe  and  the  Americas.  He  has  recorded  for  Melodiya, 
Masters  of  the  Bow  and  SNF  labels. 

Yuri  Mazurkevich  has  been  in  his  present  position  as  Professor  of  Violin  at  the  Boston  University 
School  for  the  Arts  since  1985. 
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Young  Artists  Orchestra 


Violin 

Vuna  Lee,  Coticertmasler,  Belmont,  MA 

Daniel  Flanagan,  Principal  2nd,  Hillsdale,  N] 

Sarah  Asmar,  W.  Simsbury,  CT 

Mark  Berger,  Gibbon,  MN 

Anna  Brathwaite,  Parkville,  MD 

Hanah  Chung,  Weston,  MA 

Elise  Dalleska,  New  Brighton,  MN 

Virginia  Diaz,  Midland,  GA 

Nicholas  DiEugenio,  Slate  College,  PA 

Margaret  Dole,  Vineyard  Haven,  MA 

Angela  Early,  Ridgefield,  CT 

Whitney  Frisch,  Portland,  OR 

Martina  Green,  Randolph,  MA 

Aron  Holzman,  Wellesley,  MA 

Frances  Hsieh,  Chapel  Hill,  NC 

Hanwei  Hsieh,  Lexington,  MA 

Ingrid  Huang,  Baltimore,  MD 

Marya  Kazmiorski,  Lake  Oswego,  OR 

Clara  Kebabian,  Wayland,  MA 

Hoon-Jung  Kim,  Portland,  OR 

Lucas  Kuainar,  Jakarta,  Indonesia 

Nathan  Lanier,  Memphis,  TN 

Paula  Levy,  Beverly  Hills,  CA 

Kathy  Lu,  Virginia  Beach,  VA 

Vanessa  Mark,  Milford,  CT 

Jennifer  Myung,  Methuen,  MA 

Alissa  Newman,  Ft.  Lauderdale,  FL 

Lillian  Pierce,  Fallbrook,  CA 

Morgan  Rabach,  Cheshire,  CT 

Lesley  Rabach,  Cheshire,  CT 

Derek  Smith,  Merrill,  W1 

Judy  Speriy,  Willi amsville,  NY 

Meredith  Toomes,  Burke,  VA 

Jennie  Topilow,  Cleveland,  OH 

Patrick  Truxes,  Westbrook,  CT 

Viola 

Melissa  Hendricks,  Principal,  Clifton  Park,  NY 

Nathan  Arrington,  Westport,  CT 

Sara  Beal,  Charleston,  WV 

Brendan  Hogan,  Fairfield,  CT 

Andrea  Holz,  Newton  Centre,  MA 

Courtney  Johnson,  Woburn,  MA 

Brian  Kim,  Glastonbury,  CT 

Dana  Lawson,  Hyannisport,  MA 

Karoline  Schwartz,  Ml.  Kisco,  NY 

Violoncello 

Guy  Johnston,  Principal,  Harpenden,  U.K. 

Laura  Bacon,  Weymouth  MA 

David  Blasher,  Eugene  OR 

Benjamin  Caplan,  Biookline,  MA 

Eliza  Jacques,  Wayland,  MA 

Yumi  Kendall,  Silver  Spring,  MD 

Hanui  Kim,  Natick,  MA 

Pui  Kei  Lau,  Kowloon,  Hong  Kong 

Tae-Mi  Song,  Hamburg,  Germany 

Abigail  Spindel,  Newton,  MA 

Caitlin  Sullivan,  Shoreham,  NY 

Contrabass 

Todd  Welsch,  Principal,  Westport,  CT 
Sean  Baker,  San  Antonio,  TX 
David  Deriso,  Flushing,  NY 
Dan  Lehrich,  Princeton  Junction,  NJ 
Lemarr  Lovett,  Mallapan,  MA 
Akil  Marshall,  Jamaica  Plain,  MA 
Nia  Washington,  San  Antonio,  TX 
Matthew  Way,  Evanston,  IL 

Flute 

Jonathan  Chang1,  Ilolmdel,  NJ 
Lucy  Cho,  Los  Angeles,  CA 
Nicole  Esposito2,  N.  Adams,  MA 
Julie  May,  Agoura  Hills,  CA 

Oboe 

Michael  Clardy,  San  Antonio,  TX 
Geoffrey  Deemer,  Yarmouthport,  MA 
Ariana  Ghez'.  New  York,  NY 
Megan  Hintz',  Randolph,  NJ 

Clarinet 

You  Jung  Byon2,  New  York,  NY 
Laura  Close,  Fairfax,  VA 
Noble  Hansen',  Longineadow,  MA 
Alexander  Stancil,  Grayling,  Ml 

Bassoon 

Matthew  Giannlni,  Woodbridgc,  VA 
Laura  Hollander2,  Wall,  Nl 
Edward  Howcy',  Sudbury,  MA 
Carin  Miller,  Jackson  His.  NY 


Horn 

Laura  Danek,  Richfield,  MN 
Oliver  de  Clercq2,  Naples,  FL 
Jill  Jaqucs,  Virginia  Beach,  VA 
Kelly  Schurr1,  Annandale,  VA 
Louis  Schwadron3,  Los  Angeles,  CA 

Trumpet 

David  bash.  Liner  oft,  NJ 
Joshua  Goldstein2,  Santa  Monica,  CA 
Christopher  Jones3  Monroe,  NY 
Matthew  Steinfeld',  Brooklyn,  NY 

Comet 

Joshua  Goldstein,  Principal 
Christopher  Jones 

Trombone 

Julia  Cowden,  Principal,  Trumansburg,  NY 
Kriss  Fridenvalds**,  Gardners,  PA 
William  Lombardelli,  E.  Brookfield,  MA 
Gregory  Neway,  Rockville  Centre,  NY 

' Percussion 

baniel  Bauch,  Boxborough,  MA 
Benjamin  Fox,  Foster,  RI 
Stephen  Lynerd,  Bowie,  MD 
Eric  Poland,  Westford,  MA 
Samuel  Solomon,  Sharon,  MA 

Harp 

Carolyn  Strashun*,  Principal,  Scarsdale,  NY 
Yu-Hsin  Huang*,  Boston,  MA 
Franzisca  Huhn*,  Berlin,  Germany 
Valerie  Muzzolini*,  Nice,  France 

' = Principal,  Berlioz 
2=  Principal,  Bruch 
3=  Principal,  Copland 
* = Harp  Seminar 
*=  TMC  fellow 
**=  Atlantic  Brass  Seminar 

Boston  University 

Bruce  MacComble,  Dean,  School  for  the  Arts 
Phyllis  Hoffman,  Dir.  Ad  Interim,  Music  Division 
Phyllis  Curtin,  Dean  Emerita 

Tanglewood  Institute 

Leslie  Wu  Foley,  Managing  Director 

Kristina  Faust,  Dir.  of  Scheduling,  Sr.  Staff  Asst. 

Amy  Brogna,  Staff  Assistant 

Sharon  S.  Lu,  Office  Intern 

Amy  Dombach,  Asst.,  Adult  Music  Seminar 

West  Street  Campus 

Lou  Mikolajek,  Director  of  Operations 

Ann  Mickte,  Manager  of  Operations 

Margot  Saulnier,  Associate  Manager  of  Operations 

Jenne  Bilbiy,  Associate  Manager  of  Student  Life 

YAO  Faculty 

Robert  Mcrtcld,  Director,  Chamber  Music  Program 
Kostis  Protopapas,  Orchestra  Manager 

YAO  Staff 

Nancy  dahall,  Libiarian 

Michael  Cormier,  Asst.  Orchestra  Manager 

Julie  Giatlina,  Asst.  Chamber  Music  Coordinator 

Harp  Seminar  Faculty 
Lucile  Lawrence,  Director 

Stage  Management 
Keith  Elder,  Ma nager 
Stephen  Chapdelaine 
Kelly  O'Callahan 

Design  Team  for  Seiji  Ozawa  Hall 
William  Pawn  Associates,  Archi tect 
Lawrence  Kirkegaard  & Associates,  Acoustician 
Theatre  Projects  Consultants,  Inc.,  Theatrical  Consultant 
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EIGHTH  CHAMBER  MUSIC  CONCERT 

Sunday,  August  18,  1996  at  10:00  a.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Julius  Levine  (Haydn,  Dvorak) , Norman  Fischer,  Andrew 
Jennings,  Eugene  Lehner  and  Gilbert  Kalish 


Haydn  String  Quartet  in  G Major,  Op.  76,  no.  1 

Allegro  con  spirito 
Adagio  sostenuto 
Presto 

Allegro  ma  non  troppo 

Sarah  Zaharako,  John  Kim,  violins 
Paul  Reynolds,  viola 
Marika  Kobayashi,  cello 


William  Bolcom  Third  Sonata  (Sonata  Stramba)  for  Violin 

and  Piano 

III.  Like  a shiver 

Sarah  Zaharako,  violin 
Albert  Kim,  piano 


Kevin  Beavers  Sonata  for  Violin  and  Piano  (1996) 

I.  Intense  and  agressive 

II.  Groove 

III.  Spirited  and  explosive 

IV.  Delicate 

Glen  Cherry,  violin 
Miri  Yampolsky,  piano 

Kevin  Beavers  was  born  June  20,  1971  in  Colombia,  South  America  and 
grew  up  in  Keyser,  West  Virginia.  His  principal  composition 
teachers  have  been  William  Bolcom,  William  Albright  and  John  Beall. 
He  has  received  numerous  awards,  honors  and  commissions  for  his 
compositions,  including  an  American  Academy  of  Arts  and  Letters 
Charles  Ives  Scholarship,  two  ASCAP  Grants  for  Young  Composers,  two 
Regents  Fellowships  from  the  University  of  Michigan,  and  a 
fellowship  to  the  MacDowell  Colony.  He  received  his  B.M.  in 
composition  from  West  Virginia  University  and  is  a graduate  student 
in  composition  at  the  University  of  Michigan.  His  composition, 

Shadowplavs . has  been  recorded  on  the  Equilibrium  label  by 
saxophonist  Tim  McAllister  and  the  U of  M Percussion  Ensemble. 

Kevin  Beavers  is  a Fellow  in  Composition  at  the  1996  Tanglewood 
Music  Center. 

"My  Sonata  for  Violin  and  Piano  was  recently  completed  in  June  of 
1996  and  is  dedicated  to  my  teacher,  William  Bolcom.  This 
performance  is  a premiere. 

-K.B.- 
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Bartok 


Schoenberg 


Dvorak 


Quartet  for  Strings  No.  4 (1928) 
Allegro 

Prestissimo,  con  sordino 
Non  troppo  lento 
Allegretto  pizzicato 
Allegro  molto 

Biliana  Voutchkova,  liana  Blumberg,  violins 
Kate  Holzemer,  viola 
Rebecca  Carrington,  cello 


Ode  to  Napoleon  Buonaparte  (Lord  Byron)  for 
String  Quartet,  Piano,  and  Reciter, 

Op.  41  (1944) 


Glen  Cherry,  Julide  Yalcin,  violins 
Karin  Brown,  viola 
Aron  Zelkowicz,  cello 
Naomi  Niskala,  piano 
Paul  Guttry,  reciter 


Trio  in  F minor  for  Piano  and  Strings, 
Op.  65 

Allegro  ma  non  troppo 
Allegretto  grazioso 
Poco  adagio 
Allegro  con  brio 


Christopher  Neal,  violin 
Walter  Haman,  cello 
Miri  Yampolsky,  piano 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 


Ode  to  Napoleon  Buqiuuuii  t e (Lord  Bvronl 


'Tls  donr  - but  yesterday  n King! 

And  arm'd  with  Kings  to  strive-- 
And  now  thou  art  a nameless  thing: 

So  abjert--yet  allvel 
Is  this  the  man  of  thousand  thrones. 

Who  strew' d our  earth  with  hostile  bones, 
And  can  he  thus  survive? 

Since  he,  miscalled  the  Horning  Star, 

Nor  man  nor  fiend  hath  fallen  so  far. 

Ill -minded  man,  why  scourge  thy  kind 
Who  bow'd  so  low  the  knee? 

By  gazing  on  thyself  grown  blind. 

Thou  taught' st  the  rest  to  see. 

With  might  unquest  ion ’ d power  to  save, • 
Thine  only  gift  hath  been  the  grave 
To  those  that  worshipped  thee; 

Nor  till  thy  fall  could  mortals  guess 
Ambition's  less  than  littleness! 

Thanks  for  that  lesson  - it  will  teach 
To  af ter -warriors  more 
Than  high  Philosophy  can  preach, 

And  vainly  preach'd  before. 

That,  spell  upon  the  minds  of  men 
Breaks  never  to  unite  again, 

That  led  them  to  adore 
Those  Pngod  things  of  sabre  sway, 

With  fronts  of  brass,  and  feet  of  clay. 

The  triumph,  and  the  vanity. 

The  rapture  of  the  strife- - 
The  earthquake  voice  of  Victory, 

To  thee  the  breath  of  life; 

The  sword,  the  sceptre,  and  that  sway 
Which  man  seem'd  made  but  to  obey 
Wherewith  renown  was  rife-- 
All  quell ' d? - -Dark  Spirit!  what  must  be 
The  madness  of  thy  memory! 

The  Desolator  desolate! 

The  Victor  overthrown! 

The  Arbiter  of  others'  fate 
A Suppliant  for  his  own! 

Is  it  some  yet  imperial  hope 

That  with  such  change  can  calmly  cope? 

Or  dread  of  death  alone? 

To  die  a prince--or  live  a slave-- 
Thy  choice  is  most  ignobly  brave! 

lie  who  of  old  would  rend  the  oak, 

Dream' d not  of  the  rebound; 

Chain'd  by  the  trunk  he  vainly  broke- - 
Alone- -how  look’d  he  round? 

Thou  in  the  sternness  of  thy  strength 
An  equal  deed  has  done  at  length, 

And  darker  fate  hast  found: 
tie  fell,  the  forest  prowlers'  prey; 

But  thou  must  eat  thy  heart  away! 

The  Roman,  when  his  burning  heart 
Was  slaked  with  blood  of  Rome, 

Threw  down  the  dagger -- dared  depart, 

In  savage  grandeur,  home.-- 
He  dared  depart  in  utter  scorn 
Of  men  that  such  a yoke  had  borne, 

Yet  left  him  such  a doom! 

His  only  glory  was  that  hour 
Of  self -upheld  abandon'd  power. 

The  Spaniard,  when  the  lust  of  sway 
Had  lost  its  quickening  spell. 

Cast  crowns  for  rosaries  away, 

An  empire  for  a cell; 

A strict  accountant  of  his  beads, 

A subtle  disputant  on  creeds, 

His  dotage  trifled  well: 

Yet  better  had  he  neither  known 
A bigot's  shrine,  nor  despot's  throne. 

But  thou- -from  thy  reluctant  hand 
The  thunderbolt  is  wrung- - 
Too  late  thou  leav'st  the  high  command 
To  which  thy  weakness  clung; 

All  Evil  Spirit  as  thou  art, 

It  is  enough  to  grieve  the  heart 
To  see  thine  own  unstrung; 

To  think  that  God's  fair  world  hath  been 
The  footstool  of  a thing  so  mean; 

And  Earth  hath  spilt  her  blood  for  him, 
Who  thus  can  hoard  his  own! 

And  Monarchs  bowed  the  trembling  limb, 

And  thank’d  him  for  a throne! 

When  thus  thy  mightiest  foes  their  fear 
Fair  Freedom!  we  may  hold  thee  dear, 

In  humblest  guise  have  shown. 

Oh!  ne'er  may  tyrant  leave  behind 

hr i rlii  ■ ,,  • „ 1 ,.i  : . . 


Thine  evil  deeds  are  writ  in  gore, 

Not  written  thus  in  vain  -- 
Thy  triumphs  tell  of  fame  no  more 
Or  deepen  every  stain: 

If  thou  hadst  died  as  honour  dies. 

Some  new  Napoleon  might  arise, 

To  shame  the  world  again- - 
But  who  would  soar  the  solar  height, 

To  set  in  such  a starless  night? 

Weigh'd  in  the  balance,  hero  dust 
Is  vile  as  vulgar  clay; 

Thy  scales,  Mortality!  are  Just 
To  all  that  pass  away: 

But  yet  methought  the  living  great 
Some  higher  sparks  should  animate, 

To  dazzle  and  dismay: 

Nor  deem'd  Contempt  could  thus  make 
mirth 

Of  these,  the  Conquerors  of  the  earth. 

And  she,  proud  Austria's  mournful 
flower. 

Thy  still  imperial  bride; 

How  bears  her  breast  the  torturing  hour? 

Still  clings  she  to  thy  side? 

Must  she  too  bend,  must  she  too  share 
Thy  late  repentance,  long  despair, 

Thou  throneless  Homicide? 

If  still  she  loves,  thee,  hoard  that 
gem, 

'Tis  worth  thy  vanish'd  diadem! 

Then  haste  thee  to  thy  sullen  Isle, 

And  gaze  upon  the  sea; 

That  element  may  meet  thy  smile-- 
It  ne’er  was  ruled  by  thee! 

Or  trace  with  thine  all  idle  hand 
In  loitering  mood  upon  the  sand 
That  Earth  is  now  as  free! 

That  Corinth's  pedagogue  hath  now 
Transferr'd  his  by-word  to  thy  brow. 

Thou  Timourl  in  his  captive's  cage, 

What  thoughts  will  there  be  thine, 
Wlille  brooding  in  thy  prison'd  rage? 

But  one- -'The  world  was  mine!' 

Unless,  like  he  of  Babylon, 

All  sense  is  with  thy  sceptre  gone, 

Life  will  not  long  confine 
That  spirit  pour'd  so  widely  forth-- 
So  long  obey'd- -so  little  worth! 

Or,  like  the  thief  of  fire  from  heaven. 
Wilt  thou  withstand  the  shock? 

And  share  with  him,  the  unforgiven, 

His  vulture  and  his  rock! 

Foredoom'd  by  God--by  man  accurst, 

And  that  last  act,  though  not  thy  worst, 
The  very  Fiend's  arch  mock; 

He  in  his  fall  preserved  his  pride, 

And,  if  a mortal,  had  as  proudly  died! 

There  was  a day- -there  was  an  hour, 

While  earth  was  Gaul's--Gaul  thine-- 
When  that  immeasurable  power 
Unsated  to  resign 
Had  been  an  act  of  purer  fame 
Than  gathers  round  Marengo's  name 
And  gilded  thy  decline, 

Through  the  long  twilight  of  all  time, 
Despite  some  passing  clouds  of  crime. 

But  thou  forsooth  must  be  a king, 

And  don  the  purple  vest,-- 
As  if  that  foolish  robe  could  wring 
Remembrance  from  thy  breast, 

Where  is  that  faded  garment?  where 
The  gewgaws  thou  wert  fond  to  wear, 

The  star- - the  string--the  crest? 

Vain  froward  child  of  empire?  say, 

Are  all  thy  playthings  snatch'd  away? 

Where  may  the  wearied  eye  repose 
When  gazing  on  the  Great: 

Where  neither  guilty  glory  glows, 

Nor  despicable  state? 

Yes- -one- -the  first--the  last--the  best- 
The  Cinclnnatus  of  the  West, 

Whom  envy  dared  not  hate, 

Bequeath'd  the  name  of  Washington, 

To  make  man  blush  there  was  but  one! 
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Trio  in 


A BEETHOVEN  BONUS 

Chamber  Music  performed  by  Fellows  of 
the  Tanglewood  Music  Center 

Sunday,  August  18,  1996  at  12:30  p.m. 
Chamber  Music  Hall 

Prepared  by  Raphael  Hillyer  and  Leon  Fleisher 


in  E-flat  Major  for  Strings,  Op.  74 

Poco  adagio;  Allegro 
Adagio  me  non  troppo 
Presto 

Allegretto  con  variazioni 

Yuka  Nishino,  violin 
Andrew  Grams,  violin 
Hui-Fang  Hsu,  viola 
Lawrence  Stomberg,  cello 


E-flat  Major  for  Piano  and  Strings,  Op.  70,  no.  2 

Poco  sostenuto;  Allegro  ma  non  troppo 
Allegretto 

Allegretto  ma  non  troppo 
Finale:  Allegro 


Cristina  Buciu,  violin 
Rupert  Thompson,  cello 
Jean  Schneider,  piano 


Baldwin  Piano 
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NINTH  CHAMBER  MUSIC  CONCERT 

Sunday,  August  18,  1996  at  8:30  p.m. 

Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 

Prepared  by  Richard  Svoboda,  Peter  Serkin,  Joel  Krosnick  and  Gilbert 
Kalish  (Beethoven) , William  Purvis  and  Margo  Garrett  (Poulenc) , 
Frank  Epstein  and  Gilbert  Kalish  (Crumb) , and  Norman  Fischer 


Poulenc  Trio  for  Oboe,  Bassoon  and  Piano  (1926) 

Lent;  Presto 
Andante  con  moto 
Rondo 


Lisa  McCullough,  oboe  Douglas  Quint,  bassoon 

Marta  Aznavoorian,  piano 


Stravinsky  Concerto  for  Two  Solo  Pianos  (1935) 

Con  moto 
Notturno 

Quattro  variazioni 
Preludio  e Fuga 

Naomi  Niskala  and  Xak  Bjerken,  pianists 


Beethoven  Trio  in  B-flat  Major  for  Piano  and  Strings, 

Op.  97  ("Archduke") 

Allegro  moderato 
Scherzo 

Andante  cantabile,  ma  pero  con  moto 
Allegro  moderato 

Beth  Kipper,  violin  Alexandra  Mackenzie,  cello 

Jeff  Tomlinson,  piano 


Poulenc  Le  Bal  masque  (1932) 

Preambule  et  air  de  bravoure 

Intermede 

Malvina 

Bagatelle 

La  dame  aveugle 

Finale 


Dennis  O'Boyle,  violin 
Nicholas  Tzavaras,  cello 
Edward  Atkatz,  percussion 
Jean  Schneider,  piano 

Stephen  Sa 


Rebecca  Schweigert,  oboe 
Michael  Bepko,  clarinet 
Kenneth  Moses,  bassoon 
Kevin  Finamore,  trumpet 
Iters,  baritone 


BALDWIN  PIANO 


Intermission 


Crumb  Music  for  a Summer  Evening 

(Makrokosmos  III)  (1974) 

Nocturnal  Sounds  (The  Awakening) 

Wanderer-Fantasy 

The  Advent 

"Hymn  for  the  Nativity  of  the  Star 
Child" 

Myth 

Music  of  the  Starry  Night 

"The  Fivefold  Galactic  Bells" 

"Song  of  Reconciliation" 

Albert  Kim,  Stewart  Goodyear,  pianists 
Matthew  Strauss,  Edward  Atkatz,  percussion 


Schoenberg  Verklarte  Nacht,  Op.  4 (Transfigured  Night) 

After  a poem  by  Richard  Dehmel 

Beth  Kuder,  Hilary  Foster,  violins 
Jessie-Leah  Greenbaum,  Andra  Voldins,  violas 
Rebecca  Carrington,  Paige  Riggs,  cellos 


Transfigured  Night,  by  Arnold  Schoenberg,  poem  by  Richard  Dehmel 


Two  people  walk  through  the  bare 
cold  woods ; 

the  moon  runs  along,  they  gaze  at 
it . 

The  moon  runs  over  tall  oaks, 
no  cloudlet  dulls  the  heavenly 
light 

into  which  the  black  peaks  reach. 
A woman's  voice  speaks: 

I bear  a child,  and  not  from  you, 
I walk  in  sin  alongside  you. 

I sinned  against  myself  mightily 
I believed  no  longer  in  good 
fortune 

and  still  had  mighty  longing 
for  a full  life,  mother's  joy 
and  duty;  then  I grew  shameless 
then  horror-stricken  I let  my  sex 
be  taken  by  a stranger 
and  even  blessed  myself  for  it. 
Now  life  has  taken  its  revenge: 
Now  I met  you,  you. 


She  walks  with  clumsy  gait. 

She  gazes  upward;  the  moon  runs  along. 
Her  somber  glance  drowns  in  the  light. 
A man's  voice  speaks: 

A child  that  you  conceived 
be  to  your  soul  no  burden, 
oh  look,  how  clear  the  universe 
glitters ! 

There  is  a glory  around  all, 
you  drift  with  me  on  a cold  sea, 
but  a peculiar  warmth  sparkles 
from  you  in  me,  from  me  in  you. 

It  will  transfigure  the  strange  child 
you  will  bear  it  me,  from  me; 
you  brought  the  glory  into  me, 
you  made  my  self  into  a child. 

He  holds  her  around  her  strong  hips. 
Their  breath  kisses  in  the  air, 

Two  people  walk  through  high,  light 
night . 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 


Le  Bn  I Masque . bv  Francis  Poulenc 

"...In  my  opinion,  the  Bal  Masque  Is  a kind  of  carnival  In  Nogent*  with  the 
portraits  of  several  monsters  I caught  sight  of  during  my  childhood,  on  the 
banks  of  the  Marne." 

*Nogent - sur -Marne : a suburb  of  Paris 

I.  Preambule  et  Air  de  Bravoure 

Madame  la  Dauphlne  will  not  see  the  beautiful  film  that  they  made  of  her 
when  they  squeezed  her  (for  Information), 
because  they  burled  her  In  the  earth 
with  her  first-born  son, 

In  the  ground  at  Nanterre 
where  she  Is  buried. 

When  a Chinese  peasant  wants  to  have 
spring  vegetables, 
he  goes  to  the  printer 

or  his  pretty  neighbor. 

All  tbe  Chinese  peasants  have  spied  upon  them. 

In  order  to  put  on  their  boots 
they  cut  off  their  feet. 

Monsieur  Comte  d' Artois 

has  climbed  the  roof  to  count  the  slates 
and  to  look  through  the  telescope 

to  see  whether  the  moon  is  larger  than  his  finger. 

A steamer  and  its  cargo 

have  crashed  against,  the  house 
Let's  pinch  some  goose  grease 
to  make  cannons . 


III.  Malvina 

Here's  something  that  I hope  will  frighten  you: 

Mademoiselle  Malvina  has  not  let  go  of  her  fan  since  she  died. 

Her  pearl-grey  glove  is  embroidered  with  gold. 

She  twists  herself  into  knots  like  a gypsy  waltz, 

She  recently  just  died  of  love  at  your  door  by  the  urn  where  one  places 
walking  canes. 

But  let's  say  that  she  died  of  diabetes, 

that  she  died  of  the  heavy  perfume  that  bent  her  neck. 

Oh!  Hotiest  animal,  so  chaste  and  so  sensible! 

Less  gourmet  than  glutton, 

She  was  thick-blooded, 

admitted  to  the  Faculty  of  the  Arts,  Assistant  lecturer. 

It  was  in  a tall  hat  that  one  courted  her, 

But  now,  one  would  only  court  her  in  the  manner  of  the  Hussars!... 

Malvina,  oh  Specter,  may  God  protect  you! 

V.  La  dame  aveugle  (The  blind  lady) 

The  blind  lady  whose  eyes  are  bleeding  chooses  her  words  carefully. 

She  speaks  to  no  one  about  her  troubles. 

She  has  hair  like  moss, 

She  wears  jewelry  and  reddish  stones. 

The  fleshy  and  blind  lady  whose  eyes  are  bleeding, 

writes  refined  letters  with  borders  and  spaces  between  the  lines. 

She  takes  care  with  the  folds  of  her  plushy  velvet  gown, 

And  she  exerts  herself  to  do  something  else. 

And  if  1 do  not  mention  her  brother-in-law, 

it  is  because  this  young  man  is  not  in  good  standing, 

for  he  gets  drunk  and  gets  the  blind  lady  drunk  who  laughs,  who  laughs  and 
then  wails . 


VI.  Finale/Caprice 

Crippled  repairman  of  old  automobiles, 

the  hermit,  alas,  has  returned  to  his  pad. 

By  my  beard,  I am  too  old  for  Paris, 

the  corners  of the  houses  cut  into  my  ankles. 

My  checkered  vest,  they  say,  has  an  Etruscan  air 
and  my  maroon  hat  goes  badly  with  my  togs. 

(Note!  They  put  a sign  on  my  door:) 


'In  this  house  everything  smells  of  the  hide  of  a dead  goat.' 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 

FIFTH*  RECITAL 

Monday,  August  19,  1996  at  8:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Cantata  No.  56:  Ich  will  den  Kreuztab  gerne  tragen  J.S.  Bach 

(1685-1750) 

Carolyn  Huebl , Anuschka  Franken,  violins 
Emily  Schaad,  viola 
Jan  Muller-Szeraws , cello 
Robert  Rohwer,  bass 

Lisa  McCullough,  Erin  Gustafson,  oboes 
Lora  Schaefer,  English  horn 
Marta  Aznavoorian,  harpsichord 

Stephen  Salters,  baritone 
Yehudi  Wyner,  conductor 


Trois  podmes  de  Stephane  Mallarme 
Soupir 

Placet  futile 
fcventail 


Claude  Debussy 
(1862-1918) 


Sarah  Pelletier,  soprano 
David  Zobel,  piano 


La  Maja  Dolorosa  No.  1 Enrique  Granados 

La  Maja  Dolorosa  No.  2 (1867-1916) 

La  Maja  Dolorosa  No.  3 

El  tra  la  la  y el  punteado 

El  Majo  Discreto 

La  Maja  y el  Ruisefior 


Amy  Wagar,  soprano 
David  Zobel,  piano 


Haugtussa  (Arne  Barborg)  Edvard  Grieg 

Det  syng  (1843-1907) 

Veslemoy 
Bl&baer-Li 
M^te 
Elsk 

Kill ingdans 
Vond  Dag 

Ved  Gj aetle-Bekken 

Inga  Jonsdottir,  mezzo-soprano 
Cameron  Stowe,  piano 


Intermission 


BALDWIN  PIANO 


Le  Bal  Masque  (1932) 

Preambule  et  air  de  bravoure 

Intermede 

Malvina 

Bagatelle 

La  dame  aveugle 

Finale 

Dennis  O'Boyle,  violin 
Nicholas  Tzavaras,  cello 
Kevin  Finamore,  trumpet 
Edward  Atkatz, 


* 

Francis  Poulenc 
(1899-1963) 


Rebecca  Schweigert,  oboe 
Michael  Bepko,  clarinet 
Kenneth  Moses,  bassoon 
Jean  Schneider,  piano 
baritone 


percussion 
Stephen  Salters, 


Joaquin  Turina 
(1882-1949) 


Homenaje  a Lope  de  Vega,  Op.  90 

Cuando  tan  hermosa  os  miro. . . 

Si  con  mis  deseos... 

Al  val  de  Fuente  Ovejuna. . . 

Jenn  Cobb,  soprano 
Gary  Gress,  piano 


Tres  Sonetos  (Francisco  Rodriguez  Marin) 
Anhelos 
i Vade  retro! 

A unos  ojos 


Two  Songs  for  Baritone  and  Piano,  Op.  1 
Dank 

Abschied 


Arnold  Schoenberg 
(1874-1951) 


Stafford  Turner,  baritone 
Dana  Brown,  piano 

How  Long,  my  friend,  Op.  4,  no.  6 Sergei  Rachmaninoff 

In  the  silence  of  the  secret  night,  Op.  4,  no.  3 (1873-1943) 

Sorrow  in  springtime,  Op.  21,  no.  12 

The  soldier's  wife,  Op.  8,  no.  4 

Melody,  Op.  21,  no.  3 

Midsummer  Nights,  Op.  14,  no.  5 

Anna  Maria  Bogner,  soprano 
Cameron  Stowe,  piano 


Despite  and  Still,  Op.  41  Samuel  Barber 

A Last  Song  (Robert  Graves)  (1910-1981) 

My  Lizard  (Theodore  Roethke) 

In  the  Wilderness  (Robert  Graves) 

Solitary  Hotel  (James  Joyce) 

Despite  and  Still  (Robert  Graves) 

Mark  Schowalter,  tenor 
Grant  Wenaus,  piano 


Today's  program  was  prepared  by  Margo  Garrett,  Kenneth  Griffiths, 
Dennis  Helmrich,  Kayo  Iwama,  Karl  Paulnack,  and  Alan  Smith. 
William  Purvis,  of  the  TMC  Instrumental  Faculty,  coached 

Le  Bal  masque. 


THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE  END  OF 

EACH  GROUP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist-in-Residence  for  Vocal  Music. 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 


Cantata  No.  56  Ich  will  den  Kreuzstab  gerne  tragen  (I  will  carry  the  Cross  with  gladness) 


Ana 


Ich  will  den  Kreuzstab  geme  tragen. 
er  kommi  von  Gottes  lieber  Hand. 

Der  fiihret  mich  nach  memen  Plagen 
zu  Gott  in  das  gelobte  Land. 

Da  leg'  ich  den  Hummer  auf  einma! 
ins  Grab, 

da  wischt  mir  die  Tranen  mein  Heiland 
selbst  ab. 


I will  mv  cross-staff  gladly  carry; 
it  comes  from  God's  beloved  hand. 

It  leads  me  safe  through  all  mv  trouble 
to  God  in  His  long-promised  Land. 
There  will  I entomb  all  mv  sorrow 
and  sighs, 

mv  Saviour  will  wipe  all  the  tears  from 
mv  eves. 


Recitative 


Mein  Wandei  auf  der  Welt 
ist  einer  Sr.hiffnhrr  gleich: 

Betriibnis.  Kreuz  und  Not 
sind  Wellen,  welche  mich  bedecken 
und  auf  den  Tod  mich  taglich  schrecken. 
Mein  Anker  aber,  der  mich  halt, 
ist  die  Barmherzigkeit. 
womit  mein  Gott  mich  oft  erfreuL 
Der  rufet  so  zu  mir;  Ich  bin  bei  dir. 
ich  will  dich  mcht  verlassen.  noch 
versa  umen  1 

Und  wenn  das  wutenvolle  Schaumen  sein 
Ende  hat. 

so  tret'  ich  aus  dem  Schiff  in  meine 
Stadt. 

die  ist  das  Himmelreich. 

wohin  ich  mit  den  Frommen 

aus  vieler  Trubsai  werde  kommen. 


Endlich.  endlich  wird  mein  Joch 

wieder  von  mir  weichen  mtissen. 

Da  krieg'  ich  in  dem  Herren  Kraft, 
da  hab'  ich  Adlers  Eigenschaft, 
da  fahr'  ich  auf  von  dieser  Erden 
und  laufe.  sonder  matt  zu  werden. 

O ! gescheh'  es  heute  noch ! 

O ! gescheh'  es  heute,  o gescheh'  es 
heute  noch! 

O gescheh'  es  heute.  heute.  gescheh'  es 
heute  noch. 


Mv  joumev  through  the  world 
is  like  a ship  at  sea. 

Affliction,  woe  and  want 
are  billows  rising  high  to  smite  me, 
and  which  with  death  each  day 
affright  me. 

The  anchor  that  will  hold  me  fast 

is  His  compassion  vast, 

wherebv  He  oft  delights  mv  soul. 

He  calls  out  thus  to  me:  ‘‘I  stand 
by  thee. 

and  I will  never  leave  thee  nor 
forsake  thee." 

And  when  at  length  is  calmed  the 
angrily  raging  foam 
mv  trusty  ship  will  sail  me  safely  home, 
home  there  in  Heaven  high, 
where  Righteous  Ones  are  dwelling 
carefree,  in  joy  all  joy  excelling. 


for  the  yoke  is  light  upon  me. 

On  God’s  defense  do  I rely, 
with  eagle's  wings  aloft  I fly, 
far  up  above  the  planets  soaring, 
in  tireless  ease,  the  world  ignoring. 

O,  O mav  the  day  be  nigh! 

O,  O may  the  day  be  nigh.  O may  the 
day  be  nigh ! 

May  the  day  be  coming,  coming, 

O may  the  day  be  nigh. 


Ana 

Jovful.  jovful,  now  am  I. 


Recitative 


Ich  stehe  fertig  und  bereit. 
das  Erbe  meiner  Seligkeit 
mu  Sehnen  und  Verlangen 
von  Jesu  Handen  zu  empfangen. 

Wie  wohl  wird  mir  geschehn. 
wenn  ich  den  Port  der  Ruhe  werde  sehn. 
Da  leg'  ich  den  Kummer  auf  einmal 
in's  Grab, 

da  wischt  mir  die  Tranen  mein  Heiland 
selbst  ab. 


Here  ready  and  prepared  I stand 
to  take  the  boon  from  Jesus'  hand, 
the  boon  for  which  I yearn, 
and  hope  that  one  dav  I may  earn. 

Ah,  how  will  I be  blest 
when  I at  last  shall  find  my  Port  of  Rest! 
There  He  will  deep  bury  my  sorrow 
and  sighs, 

my  Saviour  will  wipe  all  the  tears  from 
my  eyes. 


Komm.  o Tod.  du  Schlafes  Bruder, 
komm.  und  fiihre  mich  nur  fort; 
lose  meines  Schiffleins  Ruder, 
bringe  mich  an  sichem  Port. 

Es  mag,  wer  da  will,  dich  scheuen, 
du  kannst  mich  vielmehr  erfreuen: 
denn  durch  dich  komm'  ich  herein 
zu  dem  schonsten  Jesulein. 


Chorale 

Come,  O death,  and  end  my  voyage, 
make  my  journey  smooth  and  short, 
furl  my  sails  and  drop  my  anchor, 
bring  me  safely  into  port. 

Others  shun  and  dread  to  meet  Thee, 

I with  eager  joy  will  greet  Thee; 

'us  through  death  that  I may  be 
ever,  Jesus  mine,  with  Thee. 

Translation  by  Henry  S.  Drinker 
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\ ✓ ✓ 

Trois  poemes  de  Steohane  Mallarme . bv  Claude  Debussv 

Soupir  (Sigh) 

My  soul  Coward  your  forehead  where  dreams,  0 calm  sister, 
An  autumn  strewn  with  russet  freckles 
And  toward  the  wandering  heaven  of  your  angelic  eye, 
Soars,  as  in  a melancholy  garden, 

Faithful,  a white  fountain  sighs  toward  the  Azure! 

Toward  the  tender  Azure  of  pale  and  pure  October 
Which  mirrors  in  the  great  basins  its  infinite  languor 
And  lets,  on  the  dead  water  where  the  tawny  death  agony 
Of  leaves  roams  in  the  wind  and  ploughs  a cold  furrow, 

The  yellow  sun  drag  a long  ray. 

Placet  futile  ('Futile  entreaty) 
Princess!  Envious  of  the  fate  of  Hebe 
Who  appears  on  this  cup  from  the  kiss  of  your  lips, 

I waste  my  ardor  but  I hold  only  the  modest  rank  of  abbe 
And  will  not  figure,  even  nude,  on  the  Sevres  porcelain. 

As  I am  not  your  bearded  lapdog, 

Nor  a pastille,  nor  rouge,  nor  dainty  games 

And  as  I am  aware  of  your  shut  eyes  directed  upon  me, 

Blonde  of  whom  the  divine  hairdressers  are  goldsmiths! 

Name  us... you  whose  countless  raspberry- scented  laughters 
Gather  in  a flock  of  tame  lambs 

To  browse  on  our  desires  and  bleat  on  our  transports. 


Name  us. . .so  that  Love  with  his  fan-shaped  wing 

May  portray  me,  flute  in  hand,  putting  this  sheepfold  to  sleep, 
Princess,  name  me  as  shepherd  of  your  smiles. 


■--goddess  of  youth  and  cupbearer  of  Zeus 


0 dreamer,  so  that  I may  plunge 
into  pure,  pathless  delight, 
Know  how,  by  subtle  deceit, 

To  hold  my  wing  in  your  hand. 


y 

Eventail  (Fan) 

Vertigo!  See  how  space 
Shivers  like  an  immense  kiss 
Which,  mad  to  be  born  for  no  one, 
Can  neither  spring  up  nor  abate. 


A freshness  of  twilight 
Comes  to  you  at  each  flutter 
Whose  imprisoned  stroke  pushes  back 
The  horizon  delicately. 


Do  you  feel  the  fierce  paradise 
Which  like  buried  laughter 
Flows  from  the  corner  of  your  mouth 
Deep  down  into  the  unanimous  fold! 


The  scepter  of  pink  shores 
Stagnant  on  golden  evenings,  this  it  is, 
This  white  furled  flight  you  rest 
Against  the  sparkle  of  a bracelet. 
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Songs  bv  Enrique  Granados 

La  Mai  a 

0 cruel  death!  Why  did  you  by 
treachery 

Steal  my  man,  my  passion? 

1 don't  want  to  live  without  him, 
For  it  is  death  to  live  so. 


orosa  No.  1 

It  is  impossible  now  to  feel  more  pain: 
My  soul  is  dissolved  in  tears. 

Oh  God!  Return  my  love, 

For  it  is  death  to  live  so. 


La  Maia  Dolorosa  No,  2 

Oh,  man  of  my  life,  no,  no,  you  have  not  died! 

In  that  case  would  I live  if  that  were  true? 

I want  like  crazy  to  kiss  your  mouth? 

I want  in  faithfulness  to  share  your  destiny. 

Alas!  Your  destiny! 

But  oh!  I swoon,  I dream,  my  man  doesn't  exist, 

The  world  surrounding  me  is  weeping  and  sad. 

In  my  pain  I find  no  consolation, 

But  dead  and  cold 

My  man  will  always  be  mine.  Oh!  Always  mine! 


La  Ma i a 

Of  that  beloved  man  who  was  my  glory 
I keep  cherishing  a happy  memory. 

He  adored  me  ardently  and  faithfully 
I gave  my  whole  life  to  him, 

And  another  thousand  I would  give, 

If  he  desired  it, 

That  in  deep  loves, 

Sufferings  are  flowers. 

And  as  I remember  my  beloved  man, 
Dreams  come  back 
Of  a time  gone  by. 


Dolorosa  No.  3 

Neither  in  the  Mentidero  nor  the 
Florida 

WTas  a man  more  manly  strolled  in  my 
my  life. 

Beneath  the  broad-brimmed  hat  I saw  his 
eyes 

With  all  his  soul  placed  on  me, 

For  they  loved  the  one  on  whom  they 
gazed. 

In  all  the  world  there  does  not  exist 
A gaze  more  deep 

And  upon  remembering  my  beloved  man 
Dreams  come  back 
Of  a time  gone  by. 


El  tra  la  la 

It  is  in  vain,  man  of  mine, 
that  you  should  keep  talking 
Because  there  are  things  that  I 
answer 

Always  singing. 


v el  punteado 
Tra  la  la. 

The  more  that  you  should  question, 
You  will  not  cause  distress  in  me, 
Nor  will  I end  my  song. 

Tra  la  la. 


El  Maio 

They  say  that  my  man  is  homely 
It  is  possible  that  may  be, 

For  love  is  but  a desire  that  blinds 
and  dazzles . 

For  a long  time  I have  know  that 
he  who  loves  is  blind. 

But  if  my  man  is  not  a man 

Who  is  renowned  for  being  handsome, 

He  is,  on  the  other  hand,  discreet 
and  keeps  a secret. 


Discreto 

Which  I confided  in  him  knowing 
that  he  is  faithful. 

What  is  the  secret  my  man  kept? 

It  would  be  indiscreet  for  me  to  tell 
No  easy  work  is  needed  to  discover 
The  secrets  a man  has  with  a woman. 

He  was  born  in  Lavapies. 

Hey!  Hey!  He's  a man,  a man  he  is. 
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La  Maia  v el  Ruisenor  (The  Maia  and  the  Nightingale-) 
Why  in  between  shadows 

Does  the  Nightingale  entone  his  harmonious  song? 

Maybe  he  holds  a grudge  at  the  king  of  day? 

And  from  that  one  he  likes  to  revenge  an  offense. 

Maybe  he  keeps  in  his  breast  a hidden  pain 
That  in  the  shadow  he  hopes  to  find  a relief. 

Singing  sadly  songs  of  love, 

Ah!  songs  of  love. 

And  this  time  one  flower  trembles  to  the  modesty  of  love, 

It  is  the  slave,  the  slave  enamoured  of  her  song. 

Mysterious  is  the  singing 

That  the  Nightingale  entones  enveloped  in  the  shadow. 

Ahl  are  the  loves  like  the  flower  soaked  by  the  sea. 

Ah ! Love ! 

Ah ! Love ! 

There  is  no  singing  without  love. 

Oh,  Nightingale  your  singing  is  a hymn  of  love. 

Oh,  Nightingale! 


Haugtussa  fThe  Mountain  Maid')  bv  Edvard  Grieg  ( texts  bv  Arne  Garborg) 


Pet  svng  (Enticement) 


Oh,  if  you  know  that  dream  and  if  you 
know  that  song, 

then  you  will  treasure  these  tunes 

and  sing  them  so  often 

that  you  can  never  forget  them. 

Oh,  my  bewitching  one!  You  shall 
s tay  with  me , 

in  the  Blue  Hill  you  shall  turn 
your  silver  spinning  wheel. 


You  shall  not  fear  the  soft  night, 
when  the  dream  unfolds  its  wings 
in  a softer  light  than  the  day  has 
known , 

and  tunes  on  softer  strings, 

It  is  lulling  on  the  hillside,  it  is 
soothed  by  strife 

and  day  does  not  know  such  happiness. 


You  shall  not  fear  the  wild  love 
which  sins  and  weeps  and  forgets; 
his  embrace  is  hot  and  his  love  is  mild, 
and  he  tames  the  wild  bear. 

Oh,  my  bewitching  one!  You  shall  stay  with  me 

in  the  Blue  Hill  you  shall  turn  your  silver  spinning  wheel. 


Veslemev  (The  Mountain  Maid) 


She  is  thin  and  dark  and  supple, 
with  brown  clear  features 
and  deep  grey  eyes 
and  quiet  dreaming  ways. 

It  is  as  if  half  and  half 
all  of  her  is  covered  in  sleep 
in  her  movements,  speech  and  all, 
she  has  this  restrained  calm. 


Under  the  beautiful  but  low  brow 
the  eyes  are  alight  as  if  behind  a mist 
as  if  they  staringly  saw 
far  into  another  world. 

Only  her  breast  is  heavy  and  bursting 
and  her  pale  mouth  is  trembling. 

She  is  quiveringly  slight  and  weak 
while  she  is  still  beautiful  and  young. 


Blaber - 1 i 

Oh  look  how  blue  it  is! 

Now  we  must  calm  ourselves,  Cows! 

Oh  what  fine  berries 
and  so  many. 

Never  have  I seen  Che  like. 

Now  ic  is  really  good  in  the 
mountains , 

now  I shall  eat  my  fill, 

I will  stay  here  till  the  evening. 


(Blueberry  Hill') 

But  was  it  the  red  fox, 

then  he  should  taste  the  stick, 

I should  beat  him  to  death, 
even  if  he  was  the  Pope's  brother 
such  pitiless  harmful  scum, 

He  steals  both  kid  and  lamb. 

But  even  so  he  walks  so  proud, 
has  neither  conscience  nor  shame. 


But  should  the  Big  Bear  come, 
there  would  be  room  for  both  of  us. 
I would  not  dare  say  a word  to  such 
a giant  dare-devil, 

I would  say:  "help  yourself, 

You  must  not  be  shy. 

I will  leave  you  alone, 

just  help  yourself  to  as  much  as 


But  was  it  the  nasty  wolf 

as  mean  and  greedy  as  the  bailiff, 

I should  take  a birch  log 
and  give  it  him  on  the  snout. 

He  tore  asunder  both  sheep  and  lamb 
for  my  mother  so  often. 

Oh  yes,  if  only  he  would  come, 
then  he  should  have  his  deserts! 


you  like . " 

But  was  it  the  gentle  boy 
from  over  there  on  the  hillside 
he  should  have  one  on  his  mouth, 
but  rather  in  a different  way. 

Oh  nonsense,  what  am  I thinking  of? 
The  day  is  waning  already, 

I must  see  to  the  herd; 

"Dokka"  is  dreaming  of  salt. 


Mbte  (The  Tryst) 

One  Sunday  she  is  sitting  among  the  hills,  longing, 
and  sweet  thoughts  keep  welling  up  inside  her 
and  her  heart  is  beating  in  her  breast,  full  and  heavy 
and  the  dream  is  waking,  quivering  and  sweet. 

Then  like  a vision  passing  over  the  knoll- - 
she  blushes  hotly  --  comes  the  beautiful  boy. 


She  wants  to  vanish, 

but  stops  bewitched  and  turns  .her  eyes  towards  him, 

they  take  each  other's  hot  hands, 

and  stand  like  that  not  knowing  what  to  do. 

Then  she  blurts  out  wonderingly: 

"But  my  dear... you  are  so  big!" 


As  it  turns  towards  the  cool  of  the  evening, 
more  and  more  they  seek  together, 

and  suddenly  the  young  arm  bends  around  the  neck, 
and  heady  and  trembling  they  meet  mouth  to  mouth. 
Everything  shimmers  away.  And  there  in  the  warm  evening, 
in  glowing  happiness  she  sleeps  in  his  arms. 
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Elsk 

The  crazy  boy  has  quite  bewitched 
me  , 

and  I am  caught  like  a bird  in  the 
snare . 

the  crazy  boy,  he  walks  with  such 
pride ; 

he  knows  the  bird  will  never  want 
to  be  freed. 

I wish  you'd  bind  me  with  ropes 
and  ties , 

I wish  you'd  bind  me  till  the 
ties  were  burning. 

I wish  you'd  hug  me  so  hard  to  you 

the  whole  world  would  dissolve 
around  me . 


(Love ) 

Could  I do  magic  and  bewitch 
then  I would  grow  into  that  boy, 

I would  grow  into  you 
and  stay  only  with  my  boy. 

And  you  who  live  there  in  my  heart, 
have  taken  hold  of  all  my  mind; 
every  little  memory  that  is  aroused 
whispers  only  of  you,  of  you. 

"If  the  sun  is  shining  from  a clear  sky, 
now  he  sees  you,"  that  is  my  thought; 
when  the  day  is  waning  and  dusk  is 
falling , 

"I  wonder,  is  he  thinking  of  me 
tonight? " 


Klllingdans  (Kid-Dance) 


Oh,  hip-and-hop 
and  tip-and-top 
on  this  day. 

Oh,  nip-and-nap 
and  trip  - and- trap 
in  such  company. 

And  it  is  love  - in- the  - sun 
and  it  is  play - in- the  - sun 
and  it  is  peep  - on- the -hill 
and  it  is  glitter  - on- the -hill 
and  it  is  play 
and  it  is  fun  on 
a sunny  day . 

Oh,  nip- in- the -neck 

and  fall -to -the -ground 

and  tip-on-toe 

and  round- in- a ring 

and  turn- and- swing 

and  hop -la- la, 

and  it  is  lick- the -sun 


and  it  is  play- in- the  - sun 
and  it  is  light  - on- the -hill 
and  it  is  shine  - on- the -hill 
and  it  is  twitter 
and  brook-glitter 
and  quiet  - in- the  - nook . 

Oh,  trap  and  tral: 
a knock- on- the  - skull 
that  you  shall  have. 

Oh,  nip  - and- snouth : 
a kiss -on- the-mouth 
that  you  can  take. 

And  it  is  roll- in-a-ring 

and  it  is  quiet  - on- the  - swing 

and  it  is  light-on-toe 

and  it  is  dance -on- toe 

and  it  is  hey-hop 

and  it  is  hop -la 

and  tra-la-la. 


Vond  Dag  (The  Evil  Day) 
She  is  counting  the  days  and  hours  and  late  nights, 
till  Sunday  comes;  he  has  so  faithfully  promised, 
that  even  if  stones  rained  over  the  mountains, 
then  they  shall  be  there  in  the  "Shepherds ' Cottage" 
But  Sunday  comes  and  goes  with  rain  and  slush, 

She  sits  alone  and  weeps  under  the  bush. 

Like  the  bird  wounded  under  his  warm  wing, 
dripping  with  blood  like  hot  tears, 
she  drags  herself  sick  and  shivering  to  bed 
to  toss  and  turn  all  night  sorely  weeping. 

Her  heart  is  being  torn  and  her  cheek  is  burning. 
Now  she  must  die:  she  has  lost  her  boy. 
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Ved  G i ae  tie  - Bekken  ('Mountain  Brook) 


You  gurgling  book, 
you  bickering  brook, 
here  you  lie  so  cosy,  warm  and 
clear . 

Clean  in  your  reflection 
gliding  over  stones. 

Lull  so  lovely 
and  murmur  a little, 
and  glitter  in  the  sun  with  soft 
ripples . 

Oh  here  I will  rest,  rest. 


You  humming  brook, 
you  lulling  brook, 

Here  you  found  your  bed  under  the 
soft  moss . 

Here  you  dream  quietly 
and  forget  yourself, 
and  whisper  and  sing, 
in  complete  peace 

with  soothing  for  heartache  and  sick 
longing. 

Oh,  here  I will  remember,  remember. 


You  rippling  brook, 
you  sparkling  brook. 

Here  you  run  so  happily  on  the 
sunny  hillside. 

With  a chuckle, 
with  song  and  sigh, 
with  a gurgle, 

through  a house  made  of  leaves 
with  strange  swell  and  happy  lull. 
Oh,  here  I will  dream,  dream. 

You  whispering  brook 


You  wild  brook 
you  trickling  brook. 

What  did  you  think  on  your  long  journey 
through  barren  land, 
through  shrub  and  flower? 

When  you  disappeared  into  the  earth, 
when  you  found  yourself  again, 
did  you  ever  see  anybody  as  lonely  as  I? 
Oh,  here  I will  forget,  forget. 


You  bickering  brook. 

You  play  in  the  glen,  you  lull  in  the  calm 

and  smile  in  the  sun 

and  laugh  in  your  hiding  place, 

and  wander  so  far, 

and  learn  such  a lot 

and  do  not  sing  of  what  I am  thinking  now. 
Oh,  let  me  sleep,  sleep. 
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Le  Bal  Masque,  bv  Francis  Poulenc 

"...In  my  opinion,  the  Bal  Masque  is  a kind  of  carnival  in  Nogent*  with  thr 
portraits  of  several  monsters  I caught  sight  of  during  my  childhood,  on  th- 
banks  of  the  Marne." 

*Nogent -sur -Marne : a suburb  of  Paris 

I.  Preambule  et  Air  de  Bravoure 

Madame  la  Dauphine  will  not  see  the  beautiful  film  that  they  made  of  her 

when  they  squeezed  her  (for  information) , 

because  they  buried  her  in  the  earth 

with  her  first-born  son, 

in  the  ground  at  Nanterre 

where  she  is  buried. 

When  a Chinese  peasant  wants  to  have 
spring  vegetables, 
he  goes  to  the  printer 

or  his  pretty  neighbor. 

All  the  Chinese  peasants  have  spied  upon  them. 

In  order  to  put  on  their  boots 
they  cut  off  their  feet. 

Monsieur  Comte  d'Artois 

has  climbed  the  roof  to  count  the  slates 
and  to  look  through  the  telescope 

to  see  whether  the  moon  is  larger  than  his  finger. 

A steamer  and  its  cargo 

have  crashed  against  the  house 
Let's  pinch  some  goose  grease 
to  make  cannons . 


III.  Malvina 

Here's  something  that  I hope  will  frighten  you: 

Mademoiselle  Malvina  has  not  let  go  of  her  fan  since  she  died. 

Her  pearl-grey  glove  is  embroidered  with  gold. 

She  twists  herself  into  knots  like  a gypsy  waltz, 

She  recently  just  died  of  love  at  your  door  by  the  urn  where  one  places 
walking  canes . 

But  let's  say  that  she  died  of  diabetes, 

that  she  died  of  the  heavy  perfume  that  bent  her  neck. 

Oh!  Honest  animal,  so  chaste  and  so  sensible! 

Less  gourmet  than  glutton, 

She  was  thick-blooded, 

admitted  to  the  Faculty  of  the  Arts,  Assistant  lecturer. 

It  was  in  a tall  hat  that  one  courted  her, 

But  now,  one  would  only  court  her  in  the  manner  of  the  Hussars!... 
Malvina,  oh  Specter,  may  God  protect  you! 
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V.  La  dame  aveugle  (The  blind  lady) 

The  blind  lady  whose  eyes  are  bleeding  chooses  her  words  carefully. 

She  speaks  Co  no  one  about  her  troubles. 

She  has  hair  like  moss, 

She  wears  jewelry  and  reddish  scones. 

The  fleshy  and  blind  lady  whose  eyes  are  bleeding, 

writes  refined  letters  with  borders  and  spaces  between  the  lines. 

She  takes  care  with  the  folds  of  her  plushy  velvet  gown, 

And  she  exerts  herself  to  do  something  else. 

And  if  I do  not  mention  her  brother-in-law, 

it  is  because  this  young  man  is  not  in  good  standing, 

for  he  gets  drunk  and  gets  the  blind  lady  drunk  who  laughs,  who  laughs  and 
then  wails . 


VI.  Finale/Caprice 

Crippled  repairman  of  old  automobiles, 

the  hermit,  alas,  has  returned  to  his  pad. 

By  my  beard,  I am  too  old  for  Paris, 

the  corners  ofthe  houses  cut  into  my  ankles. 

My  checkered  vest,  they  say,  has  an  Etruscan  air 
and  my  maroon  hat  goes  badly  with  my  togs. 

(Note!  They  put  a sign  on  my  door:) 

'In  this  house  everything  smells  of  the  hide  of  a dead  goat.' 


Tres  Sonetos.  bv  Joaquin  Turina 

Anhelos  (Longings) 

I would  like  to  be  water,  my  light  and  soul, 
so  that  with  your  transparency  you  would  drink  me, 

Because  I love  your  sweet  mouth,  I couldn't  quench  your  thirst: 

I'd  ignite  it! 

I would  like  to  be  wind; 

in  hushed  shadowy  night  I'd  creep  toward  your  bed, 
and  you  would  breathe  me  through  your  lips , 
and  my  life  would  be  infused  in  yours. 

I would  like  to  be  fire  to  consume  you  in  a volcano  of  love, 
oh,  yours  is  slow,  deaf  to  the  complaints  of  one  you  know  loves  you! 
and  after  forever  possessing  you,  I would  like  to  be  earth 
and  argue  over  you,  jealous  of  the  greed  of  death. 
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JVade  retrod (Go  awav! 


You  loved  Pedro,  Ignacio, 
Marcellino , 

Casto,  Gil,  Pepe , Diego, 

Ancon  too,  RestituCo  next, 
and  Lucas,  and  Gines , and  Juan, 
and  Lino . 

And  you  loved  Cleto,  Felix, 

Faus  tino , 

your  undying  love -fire, 
you  loved  Bias  the  deaf  one,  Luis 
the  blind  one , 


and  Pancho  who  came  from  the  Indians . 
Today,  old,  poor,  and  ugly... 

Be  careful,  Pablo! 

You  have  to  wheeze  every  unending 
complaint 

of  your  insufferable  celibacy 
Moreover,  who  would  love  you! 

Go  to  Hell! 

in  addition  to  being  ugly,  poor,  and 
old. . . 

see  here,  instead  of  a soul, 
you  have  a calendar. 


A nn.os  ojos  fTo  eves) 
Ay!  radiant  stars,  beautiful  stars, 
you  are  graceful  eyes:  but  what  were  you  before? 
You  have  the  nature  of  rebellious  students; 
more  treacherous  for  you,  you  seem  like  murderers. 
Bright  little  eyes,  mischievous  little  eyes, 

How  wise  you  are,  how  roguish  you  are, 

You  know  about  kisses  as  if  you  were  lips? 


Homena^e  a Lope  de  Vega,  bv  Joaquin  Turina 


Cuando  tan  hermosa  os  miro 
When  I see  you  so  lovely,  I sigh  from  love 
and  when  I don't  see  you,  desire  sighs  for  me. 

When  my  eyes  see  you,  they  possess  you  wholly, 

but  by  your  scorn  I draw  back  from  yours , 

I sigh  from  love; 

and  when  I don't  see  you,  I sigh  for  my  desire. 


Si  con 

If  my  desires  went  as  time, 
with  giant  steps  that  outrun  the 
sun , 

Seville  would  celebrate  my  sweet 
employments 

without  envying  jealously, 


mis  deseos . . . 

fortunate  lover, 

The  delightful,  sweet  little  turtledove, 
with  husky  cooing, 

makes  bridal  beds  of  empty  tree  trunks. 
Ah! 


Al  val  de  Fuente  Oveiuna, . , 

In  the  vale  of  Fuente  Ovejuna,  the  girl  with  long  hair  descends; 
the  knight  follows  her  by  the  Cross  of  Calatrava. 

She  hides  among  the  branches  shy  and  troubled; 

pretending  she  hasn't  seen  him,  she  places  the  branches  in  front  of  her. 

''Why  do  you  hide,  brave  little  girl? 

My  sharpest  desires  can  pass  through  walls." 

The  knight  came  near,  and  she,  confused  and  upset, 

wished  to  make  a screen  of  the  entangled  branches; 

but  as  one  who  loves  will  easily  cross  oceans  and  mountains, 

he  says  these  words  to  her: 

"Why  do  you  hide,  brave  little  girl? 

My  sharpest  desires  can  pass  through  walls!"  Ah! 
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Two  Songs  for  Baritone  and  Plano.  Op.  1.  bv  Arnold  Schoenberg 

Dank 

You  have  given  me  much  in  every  special  hour, 
hours  which  for  us  scand  in  timelessness. 

I thank  you! 

We  gave  each  other  beauty  in  continuous  growth, 
what  I had  kept  for  myself  in  eternity. 

I thank  you! 

Unintentionally,  you  created  for  me  even  the  most  powerful, 
created  for  me  what  I had  never  thought  of: 
beautiful  suffering! 

Deep  in  the  soul  you  bored  a dark  sword  of  pain. 

Darkly,  heavily  separating 

and  nevertheless,  winter -bright  radiant. 

Beautiful!  Thrice  beautiful;  because,  yes,  it  came  from  you! 

Abschied 

From  the  ruins  of  a lofty  beauty,  let  me  build  a deep  pain. 

From  the  deepest  pain,  let  me  weep  a tear,  as  only  men  weep. 

And  then  go! 

And  take  yet  a memory  of  passionate  love,  joyfully  given  to  you 
eternally  mine  remains  what  you  left  me: 
the  starless  darkness  of  my  melancholy. 

And  then  go!  And  let  me  silently  grow  numb; 

travel  further  on  your  radiant  path,  star  of  stars! 
don't  bother  with  corpses! 

See,  to  me  comes  the  noblest  comforter  of  gods, 
my  inherent  power. 

Deep  within  me,  the  old  night  of  night 

expands  itself  to  a mighty  universal  madness; 

the  heavy  ruins,  pains  of  solitude,  grow  to  infinity. 

See!  I myself  become  night  and  beauty 
all  embracing  unbounded  grief. 

Travel  further,  bright  star  of  stars, 

Unrecognized,  like  my  great  love; 

darkly  silent,  like  the  mighty  pain, 

wherever  you  turn,  wherever  you  victoriously  shine; 

forever  my  enormous  night  billows  around  you! 
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How  long-  mv  friend 


Ic  wasn't  long  ago,  my  friend, 
when  your  saddened  gaze 
I sought  in  parting's  anxious 
moments , ■ 

So  that  its  farewell  ray, 

Long  in  my  soul  would  dwell. 

It  wasn't  long  ago,  when 
wandering  alone 
In  an  oppressive  and  an  alien 
crowd , 

To  you,  longed  for  and  distant, 

I hurried  in  my  melancholy  dreams... 


Desires  were  dying... My  heart  was  heavy 
Time  stood. . .And  thoughts  were  silent. 

Not  long  ago  this  stillness  reigned, 
Then  came  the  whirlwind  of  our 
meeting. . . 

We  are  again  together,  days  rush  by 
As  in  the  sea  the  rows  of  flying  wave 
My  thoughts  are  flowing  and 
songs  are  pouring 

From  my  heart,  inspired  by  you! 


In  the  silence  of  the  secret  night 
0,  long  will  I,  in  the  quiet  of  the  secret  night 
Banish  from  my  thoughts  and  call  to  memory  again 
Your  smile  beguiling  words  and  gaze,  your  offhand  gaze, 
Your  tresses  gentle  to  my  touch. . . 

In  whispers  to  improve  the  thoughts 
Of  which  we  spoke,  timid  thoughts, 

And  then  in  rapture,  against  all  reason, 

With  your  cherished  name  awaken  the  darkess  of  the  night. 

0,  long  will  I,  in  the  quiet  of  the  secret  night 

With  your  cherished  name  awaken  the  darkness  of  the  night. 


Sorrow 

How  pained  I am,  how  I wish  to 
1 ive . . . 

How  fresh  and  fragrant  is  spring! 
No!  My  heart  can't  be  still 
On  this  moonlit,  sleepless  night. 


in  springtime 

If  only  old  age  would  come  soon, 

And  frost  in  my  hair  would  glisten. 
And  the  nightingale  for  me  would  not 
sing, 

And  the  forest  to  me  would  not  mumr 


And  a song  would  not  pour  forth  from  my  soul 
Through  the  lilacs  toward  that  expanse. 

On  this  stillness  tonight  I would  not 
About  something  be  painfully  sad! 


The  soldier's  wife 

I fell  in  love,  to  my  sorrow  Powerful  men  separated  us, 

With  a lonely  and  unlucky  man.  They  took  him  away  to  be  a 

Such  a fate  befell  me...  lifelong  soldier... 

And  a soldier's  wife,  all  alone, 

I'll  grow  old  in  a stranger's  house 
Such  a fate  befell  me... A! 
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Melody 

When  I die,  would  chat  ic  were  on  wings  of  rapCure, 

In  quiet  somnolence,  evoked  by  daydreams, 

No  torments  or  regrets,  no  agonized  reflections 
Or  fainthearted  tears  of  farewell  to  earth. 

If  I could  only  die  in  fragrant  spring, 

In  an  old  garden,  on  a sweet-scented  day, 

With  heavy  arbors  hushed  above 

And  flowering  lilacs  gently  stirring. . . 

A brook's  mysterious  murmur  would  waken  and  disturb  the  silence, 
The  sky  in  solemn  stillness 

Of  paradise  eternal  to  me  would  clearly  speak 
And  I will  not  pray,  nor  weep  when  dying, 

But  sweetly  dream,  and  in  that  dream 

A silent  wave  would  carry 

And  gently  pass  me  on  to  another  wave. 

Midsummer  nights 

Beautiful  summer  nights, 

Resplendent  in  the  light  of  the  moon, 

Evoke  vague  anxieties, 

Awaken  longings  of  love. 

The  immense  sorrow 

Of  our  desolate  lives  is  forgotten 
And  the  graceful  realms  of  happiness 
Are  revealed  to  us  mysteriously. 

We  opened  our  hearts  to  each  other, 

Helplessly  in  love, 

On  that  beautiful  night  in  the  summer, 

In  the  light  of  the  moon  resplendent. 
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HENRI  DUPARC 
( 1 848-1  933) 

Lamento  (Theophile  Gautier) 

Do  you  know  the  white  tomb 

Where  there  floats  with  a plaintive  sound  the 

shadow  of  a yew  tree? 

On  the  yew  tree  a pale  dove, 

Sad  and  alone  in  the  setting  sun, 

Sings  its  song 

One  would  say  that  the  awakened  soul 
Weeps  under  the  earth  in  unison  with  the  song, 
And  of  the  pain  of  having  been  forgotten, 

Laments  in  a coo 
Very  gently 

Ah'  nevermore  near  to  the  tomb 
Will  I go,  when  evening  descends 
In  its  dark  cloak, 

To  listen  to  the  pale  dove 

Singing  on  the  branch  of  the  yew  tree 

Its  plaintive  song1 

P h i d v I e (Leconte  de  Lisle) 

The  grass  is  plush  for  sleeping  under  the  fresh 
poplar  trees, 

On  the  slopes  by  the  mossy  springs, 

Which  in  the  flowery  meadows  arise  by  the 
thousands, 

Lose  themselves  in  the  dark  thicket. 

Rest,  O Phidyle1  Noontime  on  the  leaves 
Shines  and  invites  you  to  sleep1 
By  the  clover  and  the  thyme,  alone,  in  the  full 
sunlight, 

The  hovering  bees  are  singing, 

A warm  fragrance  circles  through  the  winding 
paths, 

The  red  poppy  in  the  field  is  drooping, 

And  the  birds,  skimming  the  hillside  with  their 
wings, 

Seek  the  shade  of  the  sweet  briar. 

But  when  the  sun,  sinking  lower  on  its  resplendent 
orbit, 

Will  see  its  passions  appeased, 

Then  let  your  most  beautiful  smile  and  your  best 
kiss 

Reward  me  for  waiting! 


Eleaie  (Thomas  Moore) 

Oh1  breathe  not  his  name,  let  it  sleep  in  the  shade. 
Where  cold  and  unhonour'd  his  relics  are  laid 
Sad,  silent,  and  dark,  be  the  tears  that  we  shed, 
As  the  night-dew  that  falls  on  the  grass  o'er  his 
head. 

But  the  night-dew  that  falls,  though  in  silence  it 
weeps, 

Shall  brighten  with  verdure  the  grave  where  he 
sleeps 

And  the  tear  that  we  shed,  though  in  secret  it 
rol Is , 

Shall  long  keep  his  memory  green  in  our  souls 

Le  Manoir  de  Rosemonde  (de Sonnieres) 

With  its  sudden  and  voracious  fang, 

Like  a dog,  love  has  bitten  me 
By  following  the  blood  I have  shed, 

Go!,  you  will  be  able  to  follow  my  path  ' *■•* 

Take  a well-bred  horse, 

Leave,  and  follow  my  arduous  path, 

Marsh  or  hidden  trail, 

If  the  ride  does  not  defeat  you1 

In  passing  where  I have  passed, 

You  will  see  that  alone  and  wounded, 

I have  traveled  this  sad  world, 

And  that  thus  I went  to  die 

Far  away,  far  away,  without  discovering 

The  blue  manor  of  Rosemonde 
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Selections  from  Seis  Canciones  Castellanas 


Jesus  Guridi 


II. 

Night  watchman!  Night  watchman! 

In  my  house  there  is  a hooded  man  sleeping. 

In  his  hand  he  carries  a watch  and  a silver  dagger. 

Oh  Night  watchman,  this  man  will  kill  me! 

I. 

There,  upon  that  far  mountain, 

I cut  a cane  and  a carnation. 

Land  worker,  Land  worker,  it  must  be. 

Land  worker,  Land  worker,  who  is  my  lover. 

I do  not  want  him  to  be  a miller 
Because  he  would  hit  me  with  his  thresher. 

I want  him  to  be  a land  worker  who  uses  mules, 

And  works  the  land... 

And  at  midnight  comes  to  court  me. 

Come  in,  my  love.  If  you’ve  come  to  see  me, 

Go  through  the  barn,  climb  through  the  orange  tree, 

And  safely  you  will  go. 

IV. 

I do  not  want  your  hazelnuts  nor  your  violets, 

Because  the  words  you’ve  said  to  me  have  been  in  vain. 

They  flow  like  a fountain’s  water  as  if  they  were  words  of  love 
Being  carried  away  by  it’s  crystal  current. 

Your  words  arrive  at  the  fountain  where  they  were  first  spoken, 
Where  you  told  me  you  would  be  mine  until  death. 

III. 

Call  the  bull  with  your  handkerchief, 

Call  him  with  a flare  and  a mood. 

Throw  your  scarf  to  the  side  of  his  back. 

Call  him  “majo”. 

Bullfighter,  throw  your  cape,  throw  your  cape; 

Look  out!  The  bull  is  going  to  get  you. 

If  you  go  the  the  bullfight,  do  not  wear  your  cape, 

The  bulls  are  very  brave  and  will  kill  you. 
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F1ANCAILLES  POUR  RIRE 
(Whimsical  Betrothal) 

FRANCIS  POULENC 

I.  La  Dame  d’Andre 

Andre  ne  connaft  pas  la  dame 
Qu’il  prend  aujourd'hui  par  la  main. 
A-t-elle  un  cceur  a lendemains, 

Et  pour  le  soir  a-t-elle  une  ame? 

Au  retour  d’un  bal  campagnard 
Sen  a 1 1 a it  - el  I e en  robe  vague 
Chercher  dans  les  meules  la  bague 
Des  fianpailles  du  hasard? 

A-t-elle  eu  peur,  la  nuit  venue, 
Guettee  par  les  ombres  d’hier, 

Dans  son  jardin,  lorsque  I’hiver 
Entrait  par  la  grande  avenue? 

II  I’a  aimee  pour  sa  couleur, 

Pour  sa  bonne  humeur  de  Dimanche. 
Palira-t-elle  aux  feuilles  blanches 
De  son  album  des  temps  meilleurs? 

II,  Dans  L’Herbe 

Je  ne  peux  plus  rien  dire 
Ni  rien  faire  pour  lui. 

II  est  mort  de  sa  belle 

II  est  mort  de  sa  mort  belle 

Dehors 

Sous  I’arbre  de  la  Loi 
En  plein  silence 
En  plein  paysage 
Dans  I’herbe. 

II  est  mort  inapergu 
En  criant  son  passage 
En  appelant 
En  m’appelant. 

Mais  comme  j’etais  loin  de  lur 
Et  que  sa  voix  ne  portait  plus 
II  est  mort  seul  dans  les  bois 
Sous  son  arbre  d’enfance. 

Et  je  ne  peux  plus  rien  dire 
Ni  rien  faire  pour  lui. 


L Andres  Woman  Friend 

Andre  does  not  know  the  woman 
whom  he  took  by  the  hand  today. 

Has  she  a heart  for  the  tomorrows, 
and  for  the  evening  has  she  a soul? 

On  returning  from  a country  ball 
did  she  go  in  her  flowing  dress 
to  seek  in  the  hay  stacks  the  ring 
for  the  random  betrothal? 

Was  she  afraid,  when  night  fell, 
haunted  by  the  ghosts  of  yesterday, 
in  her  garden,  when  winter 
entered  by  the  wide  avenue? 

He  loved  her  for  her  colour, 

For  her  Sunday  good  humour. 

Will  she  fade  on  the  white  leaves 
of  his  album  of  better  days? 

II.  In  the  Grass 
I can  say  nothing  more 
nor  do  anything  for  him. 

He  died  for  his  beautiful  one 

he  died  a beautiful  (natural)  death 

outside 

under  the  tree  of  the  Law 
in  deep  silence 
in  open  countryside 
in  the  grass. 

He  died  unnoticed 
crying  out  in  his  passing 
calling 
calling  me. 

But  as  I was  far  from  him 

and  because  his  voice  no  longer  carried 

he  died  alone  in  the  woods 

beneath  the  tree  of  his  childhood. 

And  I can  say  nothing  more 
nor  do  anything  for  him. 
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III.  II  Vole 

En  allant  se  coucher  le  soleil 
Se  reflete  au  vernis  de  ma  table 

C'est  le  fromage  rond  de  la  fable 
Au  bee  de  mes  ciseaux  de  vermeil. 

Mais  oil  est  le  corbeau?  II  vole. 

Je  voudrais  coudre  mais  un  aimant 
Attire  a lui  toutes  mes  aiguilles. 

Sur  la  place  les  joueurs  de  quilles 
De  belle  en  belle  passent  le  temps. 

Mais  ou  est  mon  amant?  II  vole. 

C’est  un  voleur  que  j’ai  pour  amant, 

Le  corbeau  vole  et  mon  amant  vole, 
Voleur  de  cceur  manque  a sa  parole 
Et  voleur  de  fromage  est  absent. 

Mais  oil  est  le  bonheur?  II  vole. 

Je  pleure  sous  le  saule  pleureur 
Je  mele  mes  larmes  a ses  feuilles. 

Je  pleure  car  je  veux  qu  on  me  veuille 
Et  je  ne  plais  pas  a mon  voleur. 

Mais  oil  done  est  I’amour?  II  vole. 

Trouvez  la  rime  a ma  deraison 
Et  par  les  routes  du  paysage 

Ramenez-moi  mon  amant  volage 

Qui  prend  les  cceurs  et  perd  ma  raison. 

Je  veux  que  mon  voleur  me  vole. 


III.  He/It  Flies/Steals 

As  the  sun  is  setting 

it  is  reflected  in  the  polished  surface  of 
my  table 

it  is  the  round  cheese  of  the  fable 
in  the  beak  of  my  silver  scissors. 

But  where  is  the  crow?  It  flies. 

I should  like  to  sew  but  a magnet 
attracts  all  my  needles. 

On  the  square  the  skittle  players 

try  to  break  the  tie  with  game  after 

game. 

But  where  is  my  lover?  He  flies. 

I have  a thief  for  a lover, 
the  crow  flies  and  my  lover  steals, 
the  thief  of  my  heart  breaks  his  word 
and  the  thief  of  the  cheese  is  not  here. 

But  where  is  happiness?  It  flies. 

I weep  under  the  weeping  willow 
I mingle  my  tears  with  its  leaves. 

I weep  because  I want  to  be  desired 
and  I am  not  pleasing  to  my  thief. 

But  where  then  is  love?  It  flies. 

Find  the  rhyme  for  my  lack  of  reason 
and  by  the  roads  of  the  countryside 

bring  me  back  my  flighty  lover 
who  takes  hearts  and  drives  me  mad. 

I wish  that  my  thief  would  steal  me. 
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IV.  Mon  cadavre  est  doux  comme  un  gant 
Mon  cadavre  est  doux  comme  un  gant 
Doux  comme  un  gant  de  peau  glacee 

Et  me  prunelles  effacees 

Font  de  mes  yeux  des  cailloux  blancs. 

Deux  cailloux  blancs  dans  mon  visage 
Dans  le  silence  deux  muets 
Ombres  encore  dun  secret 
Et  lourds  du  poids  mort  des  images. 

Mes  doigts  tant  de  fois  egares 
Sont  joints  en  attitude  sainte 
Appuyes  au  creux  de  mes  plaintes 
Au  nceud  de  mon  cceur  arrete. 

Et  mes  deux  pieds  sont  les  montagnes 
Les  deux  derniers  monts  que  j’ai  vus 
A la  minute  oil  j’ai  perdu 
La  course  que  les  annees  gagnent. 

Mon  souvenir  est  ressemblant, 

Enfants  emportez'le  bien  vite, 

Allez,  allez  ma  vie  est  dite. 

Mon  cadavre  est  doux  comme  un  gant. 

V.  Violon 

Couple  amoureux  aux  accents  meconnus 

Le  violon  es  son  joueur  me  plaisent. 

Ah!  j’aime  ces  gemissements  tendus 
Sur  la  corde  des  malaises. 

Aux  accords  sur  les  cordes  des  pendus 
A I’heure  ou  les  Lois  se  taisent 
Le  cceur,  en  frome  de  fraise, 

S’offre  a I’amour  comme  un  fruit 
inconnu. 

VI.  Fleurs 

Fleurs  promises,  fleurs  tenues  dan  tes 
bras, 

Fieurs  sorties  des  parentheses  d’un  pas, 
Qui  t’apportait  ces  fleurs  I’hiver 
Saupoudrees  du  sable  des  mers? 

Sable  de  tes  baisers,  fleurs  des  amours 
fanees 

Les  beaux  yeux  sont  de  cendre  et  dans  la 
cheminee 

Un  ccaur  enrubanne  de  plaintes 
Brule  avec  ses  images  saintes. 

- Louise  de  Vilmorin 
translated  by  Winifred  Radford 


IV.  Mv  corose  is  as  soft  as  a aiove 

My  corpse  is  as  soft  as  a glove 

soft  as  a glove  of  baby  lamb's  leather 

and  my  two  erased  pupils 

make  two  white  pebbles  of  my  eyes. 

Two  white  pebbles  in  my  face 

two  mutes  in  the  the  silence 

still  shadowed  by  a secret 

and  heavy  with  the  burden  of  things  seen. 

My  fingers  so  often  straying 
are  joined  in  a saintly  pose 
resting  on  the  hollow  of  my  groans 
at  the  centre  of  my  arrested  heart. 

And  my  two  feet  are  the  mountains 
the  last  two  hills  I saw 
at  the  moment  when  I lost 
the  race  that  the  years  win. 

I still  resemble  myself 

children  bear  away  the  memory  quickly, 
go,  go,  my  life  is  done. 

My  corpse  is  a soft  as  a glove. 

V.  Violin 

Enamoured  couple  with  the  misprized 
accents 

t he  violin  and  its  player  please  me. 

Ah!  I love  these  wailings  long  drawn  out 
on  the  cord  of  uneasiness. 

In  chords  on  the  cords  of  the  hanged 
at  the  hour  when  the  Laws  are  silent 
the  heart,  formed  like  a strawberry, 
offers  itself  to  love  like  an  unknown 
fruit. 

VI.  Flowers 

Promised  flowers,  flowers  held  in  your 
arms, 

flowers  sprung  from  the  parenthesis  of  a 
step, 

who  brought  you  these  flowers  in  the 
winter 

powdered  with  the  sand  of  the  seas? 

Sand  of  your  kisses,  flowers  of  faded 
loves 

the  beautiful  eyes  are  ashes  and  in  the 
fireplace 

a heart  beribboned  with  sighs 
burns  with  its  treasured  pictures 
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ZIGEUNERLIEDER  (Gypsy  Songs) 

Johannes  Brahms 
Text  by  H . Conrat 

I.  Hey,  gypsies,  dig  into  the  strings, 
play  the  song  of  the  faithless  girl! 

Let  the  strings  weep,  lament  in  sad  anxietv,  - 
till  the  warm  tears  flow  down  these  cheeks. 

II.  H i gh- t owe r in g Rima  waves, 
how  turbid  you  are! 

On  these  banks  I cry  out  loudly 
for  you,  my  love! 

Waves  are  fleeing,  waves  are  streaming,  rushing 
to  the  shore,  to  me; 

On  the  banks  of  the  Rima  let  me 
forever  weep  for  her! 

III.  Do  you  know  when  my  little  one  is  her  loveliest? 

When  her  sweet  little  mouth  jokes  and  laughs  and  kisses 
Little  maiden,  you  are  mine,  I kiss  you  passioately. 

The  good  lord  created  you  just  for  me! 

Do  you  know  when  I like  mv  love  best  of  all? 

When  he  wraps  me  up  in  his  arms. 

Sweetheart,  you  are  mine,  I kiss  you  passionately. 

The  good  Lord  created  you  just  for  me! 

IV.  Dear  God,  you  know  how  often  I regretted 
that  I gave  a little  kiss  to  my  beloved. 

My  heart  commanded,  I had  to  kiss  him, 

as  long  as  I live  I'll  think  of  this  first  kiss. 

Dear  God,  you  know  how  often  in  the  still  night 
in  joy  and  sorrow  I have  thought  of  my  dear. 

Love  is  sweet,  though  remorse  bitter, 

my  poor  heart  will  remain  ever,  ever  true  to  him! 

V.  The  brown  boy  leads  to  the  dance 
his  lovely,  blue-eyed  child, 
sharply  clanks  his  spurs  together, 
a Czardas  melody  begins. 

He  kisses  and  caresses  his  sweet  little  dove, 
whirls  her,  leads  her,  shouts  and  springs  about; 
tosses  three  shiny  silver  coins 
on  the  cymbal,  that  it  rings! 


VI.  Roses  three  in  a row  bloom  so  red, 

There's  no  law  against  a boy  visiting  his  girl! 

Dear  God,  if  that  were  forbidden. 

The  beautiful,  wide  world  would  have  perished  long  ago 
To  remain  single  would  be  a sin! 

The  loveliest  city  in  Alfold  is  Ketschkemet; 

there  are  many  proper  and  nice  girls  to  be  found  there 

Friends,  find  a bride  for  yourselves  there: 

Ask  for  her  hand  and  then  establish  your  home; 

Then  empty  cups  of  joy! 

VII.  Does  it  occur  to  you  sometimes, 
my  swee  t love , 

what  you  once  with  holy  oath  swore  to  me? 

Do  not  deceive  me,  do  not  -abandon  me, 
you  do  not  know  how  dear  you  are  to  me! 

Love  me  as  I love  you, 

and  God's  grace  will  shower  you! 

VIII.  Red  e ven i ng- c 1 oud s pull 
across  the  horizon. 

Longing  for  you,  my  love, 
my  heart  burns. 

The  heavens  glow  in  radiant  splendor, 
and  I dream  day  and  night 
only  of  my  sweet  love. 
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Twelve  Poems  of  Emily  Dickinson 

1.  Nature,  the  Gentlest  Mother 
Impatient  of  no  Child  - 
The  feeblest-  or  the  waywardest- 
Her  Admonition  mild- 

In  Forest-  and  the  Hill- 
By  Traveller-  is  heard- 
Restraining  Rampant  Squirrel- 
Or  too  impetuous  Bird- 

How  fair  Her  Conversation- 
A Summer  Aftemoon- 
Her  Household- Her  Assembly- 
And  when  the  Sun  goes  down- 


5.  Heart!  We  will  forget  him! 

You  and  I - tonight! 

You  may  forget  the  warmth  he  gave- 
I will  forget  the  light! 

When  you  have  done,  pray  tell  me 
That  I my  thoughts  may  dim! 

Haste!  lest  while  you’re  lagging 
I may  remember  him! 


6.  Dear  March-Come  in- 
How  glad  I am- 
I looked  for  you  before- 


Her  Voice  among  the  Aisles 
Incites  the  timid  prayer 
Of  the  minutest  Cricket- 
The  most  unworthy  Flower- 

When  all  the  Children  sleep- 
She  turns  as  long  away 
As  will  suffice  to  light  Her  lamps- 
Then  bending  from  the  Sky- 

With  infinite  Affection- 
And  infiniter  Care- 
Her  Golden  finger  on  Her  lip- 
Wills  Silence-Everywhere- 


Put  down  your  Hat- 

You  must  have  walked- 

How  out  of  breath  you  are- 

Dear  March,  how  are  you  , and  the  Rest- 

Did  you  leave  Nature  well- 

Oh  March,  Come  right  upstairs  with  me- 

I have  so  much  to  tell- 

I got  your  Letter,  and  the  Birds- 

The  Maples  never  knew  that  you  were  coming- 

I declare-how  Red  their  Faces  grew- 

But  March,  forgive  me-and 

All  those  Hills  you  left  for  me  to  Hue- 

There  was  no  Purple  suitable- 

You  took  it  all  with  you- 


4.  The  World-feels  Dusty 
When  We  stop  to  Die- 
We  want  the  Dew  -then- 
Honors-taste  dry- 

Flags-vex  a Dying  face- 
But  the  least  Fan 
Stirred  by  a friend’s  Hand- 
Cools  like  the  Rain- 

Mine  be  the  Ministry 
When  thy  Thirst  comes- 
Dews  of  thyself  to  fetch 
And  holy  balms. 


Who  knocks?  That  April. 

Lock  the  Door- 
I will  not  be  pursued- 
He  stayed  away  a Year  to  call 
When  I am  occupied- 
But  trifles  look  so  trivial 
As  soon  as  you  have  come 

And  Blame  is  just  as  dear  as  Praise 
And  Praise  as  mere  as  Blame- 
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9. 1 felt  a Funeral  in  my  Brain, 

And  Mourners  to  and  Fro 

Kept  treading-treading-  till  it  seemed 

That  Sense  was  breaking  through- 

And  when  they  all  were  seated, 

A Service,  like  a Drum- 

Kept  beating-beating-till  I thought 

My  mind  was  going  numb- 

And  then  I heard  them  lift  a Box 
And  creak  across  my  Soul 
With  those  same  Boots  of  Lead,  again, 
Then  Space-began  to  toll, 

As  all  the  Heavens  were  a Bell, 

And  Being,  but  an  Ear, 

And  I,  and  Silence,  some  strange  Race 
Wrecked,  solitary,  here- 


12.  The  Chariot 

Because  I would  not  stop  for  Death- 
He  kindly  stopped  for  me- 
The  Carriage  held  but  just  Ourselves- 
And  Immortality. 

We  Slowly  drove-  He  knew  no  haste 
And  I had  put  away 
My  labour  and  my  leisure  too, 

For  his  Civility- 


We  passed  the  School,  where  Children  played 
Their  lessons  scarcely  done 
We  passed  the  fields  of  Gazing  Grain- 
We  passed  the  Setting  Sun- 

We  paused  before  a House  that  seemed 
A Swelling  of  the  Ground- 
The  Roof  was  scarcely  visible- 
The  Cornice-  but  a Mound- 

Since  then-’tis  Centuries-  but  each 
Feels  shorter  than  the  Day 
I first  surmised  the  Horses’  Heads 
Were  toward  Eternity- 


Trois  ballades  de  Francois  Villon 

(Three  Ballads  by  Ffanqois  Villon) 

I.  Ballade  [Ballade  de  Villon  a s’amye] 

(Villon’s  Ballad  to  his  Lady) 
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Faulse  bcaut6,  qui  tant  me  couste  chcr. 

Rude  en  effect,  hypocrite  doulceur. 

A-tnour  dure,  plus  que  fer.  4 mascher. 
Nommer  te  puis  de  ma  deffa<;on  sceur. 
Charme  felon,  la  mort  d’ung  povre  cueur. 
Orgueil  musse.  qui  gens  met  au  mounr. 
Yeulx  sans  pitie!  ne  veult  droict  de  ngueur. 
Sans  empirer.  ung  povre  secourir? 

False  beauty,  who  costs  me  so  dearly. 

In  truth  cruel,  hypocritical  sweetness. 

Hard  love,  harder  than  iron  to  chew; 
l could  even  call  you  the  sister  of  my  ruin. 
Felonious  charm,  the  death  of  a poor  heart. 
Concealed  pride  that  puts  men  to  death. 
Pitiless  eyes!  Will  not  hard  justice. 

Without  worsening  his  lot.  help  a poor  man  ? 

Mieulx  m'eust  valu  avoir  este  crier 
Ailleurs  secours,  c’eust  este  mon  bonheur 
Rien  ne  m'eust  sceu  de  ce  fait  arracher. 
Procter  m'en  fault  en  fuyte  a deshonneur. 
Haro,  haro.  le  grand  et  le  mineur! 

E:  qu'est  cecy?  mourray  sans  coup  fenr. 
Ou  pitie  peult.  selon  ceste  teneur. 

Sans  empirer.  ung  povre  secourir. 

Better  for  me  to  have  gone 

Elsewhere  for  help,  that  would  have  been  happiness: 
Nothing  would  have  been  able  to  tear  me  from  this  reality: 
Flee  t must,  now,  in  disgrace. 

Shame,  shame,  great  and  small! 

And  what  is  this?  1 shall  die  without  striking  a blow. 

Or  pity  can.  according  to  his  refrain. 

Without  worsening  his  lot.  help  a poor  man. 

Un„  temps  viendra.  qui  fera  desseicher, 
Jaulnir.  nestrir.  vostre  espanie  fleur: 
j'en  risse  lors.  se  tant  peusse  marcher. 
Mats  las!  nenny:  Ce  seroit  done  foleur. 
Vieil  je  seray*.  vous,  laide  et  sans  couleur. 
Or  beuvez  fort,  tant  que  ru  peult  counr. 
Ne  donnez  pas  a tous  ceste  douleur. 

Sans  empirer  ung  povre  secourir. 

A time  shall  come  that  will  wither  awav. 

Fade,  wilt  away  your  opened  flower: 
l shall  laugh  then,  if  1 can  still  walk. 

But  alas!  nay:  that  would  be  folly. 

Old  l shall  be;  and  you  ugly  and  colorless. 

So  dnnk  hardy  now,  as  long  as  the  brook  can  flow. 
Do  not  contribute  to  all  this  same  misery, 

Without  worsening  his  lot.  help  a poor  man. 

Pnnce  amoureux,  des  amans  le  greigneur, 

Vostre  maJ  gre  ne  vouldroye  encourir, 

Mais  tout  franc  cueur  doit,  par  Nostre  Seigneur. 
Sans  empirer,  ung  povre  secounr. 

Amorous  Prince,  lord  of  lovers. 

Your  ill  will  l would  not  incur; 

But  every  good  heart  must,  by  Our  Lord, 
Without  worsening  his  lot.  help  a poor  man. 

II.  Ballade 

que  Villon  feic  a la  requeste  de  sa  mere  pour  prier  Nostre-Dame 
(Ballad  that  Villon  wrote  at  the  request  of  his  mother  to  pray  to  Our  Lady) 


Dame  du  ciel,  regente  terrienne, 

Emperiere  des  infemaulx  palux, 

Recevez-moy  vostre  humble  chrestienne, 

Que  comprinse  soye  entre  vos  esleuz. 

Ce  non  obstant  qu’oncques  riens  ne  valuz. 

Les  biens  de  vous.  ma  dame  et  ma  maistresse, 
Sont  crop  plus  grans  que  ne  suys  pecheresse. 
Sans  lesquelz  bien  ame  ne  peult  merir 
N avoir  les  cieuLx.  je  n'en  suis  menteresse. 

En  ceste  fov  je  vueil  vivre  et  mourir. 

Lady  of  heaven,  earthly  regent. 

Empress  of  the  infernal  depths. 

Receive  me.  your  humble  Christian, 

That  I may  be  counted  among  your  elect, 
Even  though  l never  had  anything  of  value. 
Your  goodnesss.  my  lady  and  my  mistress, 

• Is  even  greater  than  my  sinfulness. 

Without  that  goodness  no  soul  can  merit 
Nor  gain  heaven,  I am  truthful  now. 

In  this  faith  l would  live  and  die. 

A vostre  Filz  dictes  que  je  suys  sienne; 

De  luy  soyent  mes  pechez  aboluz: 
Pardonnez-moy  comme  l'Egyptienne, 

Ou  comme  il  feit  au  clerc  Theophilus, 
Lequei  par  vous  fut  quitte  et  aboluz, 
Combien  qu’il  eust  au  diable  faict  promesse. 
Preservez-moy  que  je  n'accomplisse  ce! 
Vierge  portant  sans  rompure  encourir 
Le  sacrement  qu’on  celebre  4 la  messe. 

En  ceste  foy  je  vueil  vivre  et  mourir. 

To  your  Son  say  that  I am  his  own: 

By  him  may  my  sins  be  absolved: 

Forgive  me  as  he  forgave  the  Egyptian  woman. 
Or  as  he  did  the  clerk  Theophilus. 

Who  was  acquitted  and  absolved  by  you. 
Although  he  had  made  a pact  with  the  devil 
Preserve  me  from  doing  the  same! 

Virgin  bearing  without  incurring  blemish 
The  sacrament  that  we  celebrate  at  mass. 

In  this  faith  I would  live  and  die. 

Femme  je  suis  povrette  et  ancienne, 

Qui  riens  ne  spay;  oneques  lettre  ne  leuz; 
Au  moustier  voy  dont  suis  paroissienne, 
Paradis  painct  ou  sont  harpes  et  luz, 

Et  ung  enfer  ou  damnez  sont  boulluz: 

L'ung  me  faict  paour,  l’aultre  joye  et  liesse. 

A woman  I am,  poor  and  old. 

Who  knows  nothing,  and  cannot  read; 

At  the  monastery  where  l am  a parishioner. 
Paradise  is  painted  there,  with  harps  and  lutes. 

And  a hell  where  the  damned  are  boiled: 

The  one  makes  me  fearful,  the  other  joyful  and  glad. 

La  joye  avoir  fais-moy,  haulte  Deesse, 

A qui  pecheurs  doibvent  tous  recourir, 
Comblez  de  foy,  sans  faincte  ne  paresse. 
En  ceste  foy  je  vueil  vivre  et  mourir. 

Make  me  have  that  joy,  high  Goddess. 

You  to  whom  all  sinners  must  return. 

Filled  with  faith,  without  hypocrisy  or  weakness  of  spirit. 
In  this  faith  I would  live  and  die. 
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TTT-  Ballade  des  femmes  de  Paris 

(Ballad  of  the  Women  of  Paris) 


Quoy  qu’on  dent  belles  langagieres 
Florentines.  Veruciennes, 

Assez  pour  estre  messaigifcres. 

Et  mesmement  les  anciennes: 

Mais.  soient  Lombardes.  Romaines. 
Genevoises,  £ mes  perils, 
Piemontoises.  Savoysiennes, 

11  n'est  bon  bee  que  de  Paris. 

Although  one  may  consider  as  fine  talkers 
Florentine  or  Venetian  women. 

Good  enough  to  be  messengers. 

And  even  the  old  ones: 

But.  be  it  the  Lombards.  Romans. 

Women  of  Genoa  / dare  say. 

The  women  of  the  Piedmont  or  Savoy, 
There  is  no  gift  of  gab  as  in  Paris. 

De  beau  parler  uennent  chayeres. 
Ce  dit-on  Napolitaines, 

Et  que  sont  bonnes  cacquederes 
Allemandes  et  Bruciennes: 

Soient  Grecques.  Egypdennes, 

De  Hongne  ou  d’aultre  pais. 
Espaienolles  ou  Castellannes. 

11  n'est  bon  bee  que  de  Pans. 

In  fine  speech  thev  hold  a chair, 

They  say  of  the  Neapolitans, 

And  that  they  are  the  good  chatterers. 
The  Germans  and  Prussians: 

Be  they  Greeks.  Egyptians. 

From  Hungarv  or  other  lands. 

Spanish  or  Castilian. 

There  is  no  gift  of  gab  as  in  Pans. 

Brertes.  Suysses.  n’y  sqavent  gneres. 
Ne  Gasconnes  et  Tholouzaines: 

Du  Petit-Pont  deux  harangeres 
Les  conciuront,  et  les  Lorraines, 
Anglesches  ou  Callaisiennes, 

(Ay-je  beaucoup  de  lieux  compris?) 
Picardes,  de  Valenciennes... 
n n'est  bon  bee  que  de  Pans. 

The  women  of  Bnttanx  or  the  Swiss,  scarcely  do  they  know. 
Nor  do  the  Gascons  or  the  women  of  Toulouse: 

On  the  Petit  Pont  two  fishwives 

Would  do  them  in,  and  the  women  from  Lorraine, 

The  English  or  those  from  Calais. 

( Have  I included  enough  places ?) 

From  Picardy  or  Valenciennes... 

There  is  no  gift  of  gab  as  in  Pans. 

Pnnce.  aux  dames  pansiennes, 
De  bien  parler  donnez  le  pnx: 
Quoy  qu'on  die  d’ltaliennes. 

11  n'est  bon  bee  que  de  Paris. 

Pnnce.  to  the  women  of  Pans 
Give  the  pnze  for  good  and  strong  talk: 
Whatever  one  may  say  of  the  Italians. 
There  is  no  gift  of  gab  as  in  Pans. 
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FELLOWSHIP  PROGRAM  CHAMBER  MUSIC 
ENSEMBLE  IN  RESIDENCE 

Tuesday,  August  20,  1996  at  8:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


The  Sausalito  String  Quartet 
Nicholas  Lozovsky,  violin 
Luigi  Peracchia,  violin 
Paul  Nahhas,  viola 
Matthew  Lavin,  cello 


Mozart  Quartet  in  G Major,  K.  387 

Allegro  vivace  assai 
Menuetto:  Allegretto 
Andante  cantabile 
Molto  Allegro 


Schostakovich  String  Quartet  No.  13,  Op.  138 

Adagio 

Doppio  movimento 
Tempo  primo 
(played  without  pause) 


Intermission 


Beethoven  Quartet  in  A minor  for  Strings,  Op.  132 

Assai  sostenuto;  Allegro 
Allegro  ma  non  tanto 
Molto  Adagio;  Andante 
Alla  marcia,  assai  vivace 
Allegro  appassionato 


In  1986  the  TMC  began  adding  an  'ensemble'  component  to  the 
Fellowship  Program.  Each  winter,  auditions  are  held  to  find  one  or 
more  exciting  young  groups  --  groups  already  committed  to  life 
together  as  permanently  constituted  chamber  music  ensembles.  These 
groups  (to  date  string  guartets  and  piano  trios)  are  then  invited  to 
Tanglewood  to  work  with  the  special  faculty  gathered  here  each  summer. 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant  from 

The  Helen  F.  Whitaker  Fund. 
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TANGLEWOOD  MUSIC  CENTER  VOCAL  DEPARTMENT 
Margo  Garrett,  coordinator 


SIXTH  RECITAL 

Wednesday,  August  21,  1996  at  2:30  p.m. 
Florence  Gould  Auditorium 
Seiji  Ozawa  Hall 


Let  Us  Garlands  Bring  (Five  Shakespeare  Songs) 

Come  Away,  Come  Away,  Death  (Twelfth  Night) 
Who  Is  Sylvia  (Two  Gentlemen  of  Verona) 

Fear  No  More  The  Heat  of  the  Sun  (Cymbeline) 
O Mistress  Mine  (Twelfth  Night) 

It  Was  a Lover  and  His  Lass  (As  You  Like  It) 

Andrew  Martens,  bass-baritone 
Edward  Bak,  piano 

f 4 t 

from  Moncke  Lieder 
Agnes 

Denk  es,  O seele 
Elf enlied 
Um  mitternacht 
In  der  Fruhe 
Der  Tambour 


Amy  Zorn,  contralto 
David  Zobel,  piano 


Le  papillon  et  la  fleur  (Victor  Hugo) 

Fleur  jetee  (Armande  Silvestre) 

Au  bord  de  l'eau  (Sully  Prudhomme) 

Automne  (Armand  Silvestre) 

Prison  (Paul  Verlaine) 

Soir  (Albert  Samain) 

Carolyn  Gronlund,  mezzo-soprano 
Marie-France  Lefebvre,  piano 


Heine  settings  from  "Schwanengesang" 
Das  Fischermadchen 
Am  Meer 
Die  Stadt 
Der  Doppelganger 
Ihr  Bild 
Der  Atlas 


Thomas  Doherty,  tenor 
Marie-France  Lefebvre,  piano 


Intermission 


Opus  76 

Le  parfum  imp^rissable  (Leconte  de  Lisle) 
Arp^ge  (Albert  Samain) 

Opus  85 

Dans  la  for£t  de  Septembre  (Catulle  Mendes) 
La  fleur  qui  va  sur  l'eau  (Mendes) 
Accompagnement  (Albert  Samain) 

Paul  Guttry,  bass-baritone 
Gary  Gress,  piano 
BALDWIN  PIANO 
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Gerald  Finzi 
(1901-1956) 


Hugo  Wolf 
(1860-1903) 


Gabriel  Faure 
(1845-1924) 


Franz  Schubert 
(1797-1828) 


Faure 


Two  Songs  (Fleda  Brown  Jackson)  ’ Kevin  Putz 

I.  Arch  (b . 1972 ) 

II.  Kitty  Hawk 


Jenn  Cobb,  soprano 
Cameron  Stowe,  piano 

Kevin  Putz  received  his  bachelor's  degree  from  Eastman  School  of  Music 
where  his  principal  instructors  included  Samuel  Adler  and  Joseph 
Schwantner.  While  at  Eastman  he  received  the  Howard  Hanson  Orchestral 
and  Large  Ensemble  Prizes  and  the  Performer's  Certificate  in  piano. 
Last  spring  he  received  his  master's  at  Yale  where  he  studied  under 
Jacob  Druckman,  Martin  Bresnick  and  David  Lang;  he  received  the 
Horatio  Parker  Memorial  Prize,  the  Woods  Chandler  Memorial  Prize  and 
the  Yale  Alumni  Scholarship.  The  first  undergraduate  to  receive  the 
Charles  Ives  Scholarship  from  the  Academy  of  Arts  and  Letters  Kevin 
has  won  grants  from  ASCAP  and  BMI  and  was  this  year's  recipient  of  the 
BMI  Young  Musicians'  Foundation  Orchestral  Premiere.  Commissioned  by 
the  National  Symphony  Orchestra,  the  Norfolk  Chamber  Music  Festival, 
and  the  Stony  Brook  Contemporary  Chamber  Players,  he  has  been 
appointed  Composer-in-Residence  of  the  California  Symphony  Orchestra 
(San  Francisco)  and  Young  Concert  Artists,  Inc.  (New  York)  and  is 
pursuing  a DMA  at  Eastman.  Kevin  Putz  is  a Fellow  in  Composition  at 
the  1996  Tanglewood  Music  Center. 

"I  was  struck  by  the  ironic  similarities  between  these  two  seemingly 

different  poems  by  my  Aunt  Fleda;  the  fact  that,  while  "Arch"  depicts 
a construction  worker's  death  and  "Kitty  Hawk"  is  a surrender  to 
rational  thought,  there  is  nonetheless  a spiritual  thread  which  runs 
through  both  and  v/hich  I felt  could  be  brought  to  light  musically. 
"Arch"  begins  without  drama  and  ends  with  an  allusion  to  flying,  a 
sense  of  desperation  mollified  by  the  subject's  awe  over  the  day's 
tragic  event.  In  "Kitty  Hawk"  the  necessity  of  flight  is  fulfilled, 
and  although  entirely  metaphorical  here,  the  spiritual  climax  of  this 
poem  represents  a victory  over  (or  at  least  an  ascent  from)  the 
prosaic  narrative  at  the  opening  of  "Arch."  It  is  for  this  reason 
that  I chose  to  transform  the  plodding  chords  of  "Arch"  into  a line  of 
running  sixteenth  notes  which  begins  immediately  following  'waving  her 
polka  dot  handkerchief'  and  crescendoes  to  its  culmination  on  the  word 
'hosannah. ' " 

-K.P.- 


Deita  silvane  (Antonio  Rubino) 

I fauni 

Musica  in  horto 
Egle 
Acqua 

Crepuscolo 

Michaela  Gurevich,  soprano 
Dana  Brown,  piano 


Under  the  Harvest  Moon  Alan  Smith 

Lady  Moon 

Funf  Gesange 

II.  Liebst  du  urn  Schonheit  (Ruckert) 

III.  Bitte  (von  Stehlenau) 

IV.  Rede  du  mir  wieder  (Schroder) 

V.  Die  Bitte  (Goes) 

David  Ossenfort,  tenor 
Pamela  Reimer,  piano 


Ottorino  Respighi 
(1879-1936) 


Today's  program  was  prepared  by  the  TMC  Vocal  Faculty,  Margo  Garrett, 
Dennis  Helmrich,  Kayo  Iwama,  Karl  Paulnack  and  Alan  Smith. 
Visiting  artist  Lucy  Shelton  prepared  the  Putz. 

THE  PERFORMERS  ASK  THAT  THERE  BE  APPLAUSE  ONLY  AT  THE  END  OF 

EACH  GROUP  OF  SONGS. 

The  singers  in  this  recital  are  students  in  the  Master  Classes  of 
Phyllis  Curtin,  Artist-in-Residence  for  Vocal  Music. 


The  Tanglewood  Music  Center  is  supported  by  a generous  grant 
from  The  Helen  F.  Whitaker  Fund. 


-1- 


Let  Us  Garlands  Bring,  bv  Gerald  Finzi 


Come  Awav,  Come  Awav.  Death 


Come  away,  come  away,  death, 

And  in  sad  cypress  let  me  be  laid; 

Fly  away,  fly  away,  breath; 

I am  slain  by  a fair  cruel  maid. 

My  shroud  of  white,  stuck  all  with 
yew , 

0,  prepare  it! 

My  part  of  death,  no  one  so  true 
Did  share  it. 


Not  a flower,  not  a flower  sweet, 

On  my  black  coffin  let  there  be  strown; 

Not  a friend,  not  a friend  greet 
My  poor  corpse,  where  my  bones  shall 
be  thrown: 

A thousand  thousand  signs  to  save, 

Lay  me,  0,  where 

Sad  true  lover  never  find  my  grave, 

To  weep  there! 


Who  Is 

Who  is  Silvia!  what  is  she, 

That  all  our  swains  commend  her? 

Holy,  fair,  and  wise  is  she; 

The  heaven  such  grace  did  lend 
her , 

That  she  might  admired  be. 

Then  to  Silvia  let  us  sing, 

That  Silvia  is  excelling; 

She  excels  each  mortal  thing 
Upon  the  dull  earth  dwelling: 
To  her  let  us  garlands  bring. 


Silvia? 

Is  she  kind  as  she  is  fair? 

For  beauty  lives  with  kindness . 
Love  doth  to  her  eyes  repair, 

To  help  him  of  his  blindness; 
And,  being  helped,  inhabits  there. 


0 Mi 

0 Mistress  mine,  where  are  you 
• roaming? 

0,  stay  and  hear;  your  true 
love's  coming, 

That  can  sing  both  high  and  low: 
Trip  no  further  pretty  sweeting: 
Journeys  end  in  lovers'  meeting, 
Every  wise  man's  son  doth  know. 


stress  Mine 

What  is  love?  ' tis  not  hereafter; 
Present  mirth  hath  present  laughter; 
What's  to  come  is  still  unsure: 

In  delay  there  lies  no  plenty, 

Then  come  kiss  me,  sweet  and  twenty, 
Youth's  a stuff  will  not  endure. 


Fear  No  More  the  Heat  o'  the  Sun 


Fear  no  more  the  heat  o'  the  sun, 

Nor  the  furious  winter's  rages; 

Thou  thy  worldly  task  hast  done, 

Home  art  gone,  and  ta'en  thy  wages; 
Golden  lads  and  girls  all  must, 

As  chimney-sweepers,  come  to  dust. 

Fear  no  more  the  frown  o'  the 
great ; 

Thou  art  past  the  tyrant's  stroke; 
Care  no  more  to  clothe  and  eat; 

To  thee  the  reed  is  as  the  oak: 

The  sceptre,  learning,  physic, 
must 

All  follow  this,  and  come  to  dust. 


Fear  no  more  the  lightning- flash , 

Not  the  all-dreaded  thunder- stone ; 
Fear  not  slander,  censure  rash; 

Thou  has  finished  joy  and  moan: 

All  lovers  young,  all  lovers  must 
Consign  to  thee,  and  come  to  dust. 

No  exorciser  harm  thee! 

Nor  no  witchcraft  charm  thee! 

Ghost  unlaid  forbear  thee! 

Nothing  ill  come  near  thee! 

Quiet  consummation  have; 

And  renowned  be  thy  grave! 


.1 
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IC  Was  a Lover  and  His  Lass 


It  was  a lover  and  his  lass, 

With  a hey,  and  a ho,  and  a 
hey  nonino , 

That  o'er  the  green  cornfield  did 
pass 

In  spring  time,  the  only  pretty 
ring  time, 

When  birds  do  sing,  hey  ding  a 
ding  a ding; 

Sweet  lovers  love  the  spring. 

Between  the  acres  of  the  rye, 

With  a hey,  and  a ho,  and  a 
hey  nonino , 

These  pretty  country  folks  would 
lie  , 

In  spring  time,  the  only  pretty 
ring  time, 

When  birds  do  sing,  hey  ding  a 
ding  a ding: 

Sweet  lovers  love  the  spring. 


This  carol  they  began  that  hour, 
With  a hey,  and  a ho,  and  a h6-’- 
nonino , 

How  that  life  was  but  a flower 
In  spring  time,  the  only  prett 
ring  time , 

When  birds  do  sing,  hey  ding  a r 
a ding: 

Sweet  lovers  love  the  spring. 

And  therefore  take  the  present  f 
With  a hey,  and  a ho,  and  a he 
nonino , 

For  love  is  crowned  with  the  pr‘ 
In  spring  time,  the  only  pret". 
ring  time, 

When  birds  do  sing,  hey  ding  a di 
sing: 

Sweet  lovers  love  the  spring. 


Songs  with  texts  bv  Eduard  Moricke,  by  Hugo  Wolf 


Time  of  roses!  How  rapidly 
You  have  gone  by! 

Had  my  love  only  remained  true , 

I would  not  have  known  such  grief. 
Joyful  at  harvest  time, 

The  girls  are  singing  as  they  reap. 
But  I,  alas,  in  my  blue  mood, 

I will  never  attain  happiness. 


Agnes 

And  so  I drift  through  meadows  anc 
f ields , 

Lost  in  my  dreams, 

To  the  top  of  that  hill  where  a t.  - 
times 

He  swore  to  be  faithful  to  me. 
There,  on  the  edge, 

In  solitude,  I cry  by  the  lime  tree 
The  rose-hued  ribbon  on  my  hat, 

His  gift  to  me,  flutters  in  the  w: 


Denk  es  0 seele  (Think  of  it.  0 soul) 
A pine-tree  grows,  who  knows  just  where,  in  the  forest, 

A rose-bush  grows  in  a garden,  who  can  tell  which? 

They  are  already  destined,  think  of  it,  o soul, 

Upon  your  grave  to  take  root  and  to  grow. 

Two  black  horses  graze  upon  the  meadow, 

They  canter  briskly  back  to  the  town; 

They  will  pace  slowly  with  your  funeral  bier... 

Perhaps  even  sooner  than  the  shoes  on  their  hooves 
Which  I now  see  gleaming,  are  loosened. 
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Elfenl led 

Ac  nighc  in  che  village  the  watchman 
cried,  "Eleven! " 

A tiny  little  elf  in  che  forest 
Was  fast  asleep  at  eleven  o'clock! 
And  he  thought  that  the  nightingale 
in  the  valley 

Was  calling  him  by  his  name, 

Or  that  Silpelit  had  summoned  him. 
The  elf  rubs  his  eyes  open,* 

Sets  out  from  his  snail-shell  house 
And  is  just  like  a drunken  man, 

As  his  nap  was  not  quite  finished. 

He  stumbles  then,  tippety-tap. 


CSong  of  the  elf) 

Through  the  hazel-wood  into  the  valley 
below , 

Creeps  very  close  to  the  wall, 

Where  sic  the  glow-worms,  light  upon 
light. 

"What  are  all  those  bright  little 
window? 

There  must  be  a wedding  in  there: 

The  little  ones  are  sitting  at  a meal 
And  amusing  themselves  in  the  hall. 

I will  just  peep  a bit  inside!" 

Ouch!  He  has  banged  his  head  on  a hard 
hard  stone! 

Elf,  now  then,  have  you  had  enough? 
Cuckoo ! Cuckoo ! 


Urn  mitternacht  (At  midnight) 

The  night  descended  calmly  over  the  land, 

Dreamily  leaning  against  the  mountain  side; 

Its  eye  sees  the  golden  scale  of  time 

Which  rests  in  silence,  its  trays  in  perfect  balance. 

And  the  streams  are  rushing  livelier, 

They  sing  into  the  ear  of  Mother  Night 

Of  the  day,  of  the  day  gone  by, 

An  old  primeval  cradle  song. 

She  takes  no  notice  of  it,  she  is  tired  of  it; 

To  her  the  blue  spheres  of  heaven  seem  to  make  a sweeter  sound 
Than  the  equally  balanced  yoke  of  the  fleeting  hours, 

Yet  the  streams  continue  their  speech, 

The  waters,  even  in  sleep,  go  on  singing 
Of  the  day,  of  the  day  gone  by. 


In  der  fruhe  (At  dawn) 


No  sleep  has  yet  refreshed  ray  eyes, 
But  the  daylight  is  already  seen 
Through  the  window  of  my  room. 

My  distracted  mind  is  seized 
By  all  sorts  of  fears 


And  produces  nightmares . 

Do  not  fear,  do  not  torture  yourself 
any  longer,  my  soul! 

Rejoice!  Already  here  and  there 
Morning  bells  have  awakened. 


Der  Tambour  (The  Drummer-bov) 

If  my  mother  could  work  magic,  then  she  would  have  to  march  with  the  regiment 
all  over  France  and  be  the  cook. 

In  camp,  at  midnight,  when  no  one  is  standing  watch,  and  everything  is 
snoring,  horse  and  man;  then  would  I sit  in  front  of  my  drum. 

The  drum  would -have  to  be  a large  dish  with  a warm  serving  of  sauerkraut 
inside . 

The  drumsticks  would  be  my  knife  and  fork  and  my  sword  would  be  a long 
sausage . 

My  sako  would  make  a fine  tankard  which  I would  fill  with  Burgundy  wine. 

And  because  I would  need  light,  the  moon  would  shine  down  around  me... 

But  the  moon  would  shine  in  French,  making  me  miss  my  girl  friend: 

Oh  fooey!  That  ends  all  my  fun! 

If  only  my  mother  could  work  magic!  If  my  mother  could  work  magic! 
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Songs  bv  Gabriel  Faure 

Le  paoillon  et  la  fleur  ("The  Butterfly  and  the  Flower) 

The  poor  flower  said  co  Che  celescial  buccerfly: 

Do  noc  fly  away! 

See  how  differenC  are  our  faces.  I remain, 

You  go  away! 

Yec  we  love  each  ocher,  we  live  wichouc  men 
And  far  from  Chem, 

And  we  resemble  each  ocher,  and  ic  is  said  chac 
Boch  of  us  are  flowers! 

BuC  alas!  The  wind  carries  you  away  and  che  earch  binds  me, 

Cruel  loc! 

I would  scene  your  flighc  wich  my  breach 
In  Che  sky! 

BuC  no,  you  go  Coo  far! --Among  che  numberless  flowers 
You  fly  away. 

And  I remain  alone  Co  see  my  shadow  curning 
AC  my  feec. 

You  fly  away,  Chen  you  reCurn;  Chen  you  go  away  again 
To  shine  elsewhere. 

So  each  dawn  you  will  find  me 
In  Cears! 

Oh!  chac  our  love  mighc  know  a flow  of  faichful  days, 

0 my  king. 

Take  rooc  like  me,  or  give  me  wings 
Like  yours ! 


Fleur  iecee 

Carry  away  my  folly 
aC  che  wind's  pleasure, 
flower  gachered  while  singing 
and  chrown  away  while  dreaming. 
Carry  away  my  folly 
aC  che  wind's  pleasure! 

Like  a mown  flower, 
dies  love. 


(Discarded  Flower) 

The  hand  ChaC  Couched  you 
flees  my  hand  wichouc  recurning. 

ThaC  Che  wind  chac  dries  you 
0 poor  flower- - 
a momenC  ago  so  fresh 
and  Comorrow  colorless! -- 
chac  Che  wind  ChaC  dries  you, 
may  dry  my  hearc! 


Au  bord  de  1'eau  (Ac  che  Wacer's  Edge) 

To  sic  Cogecher  on  Che  bank  of  a flowing  scream 
WaCching  ic  flow; 

TogeCher,  if  a cloud  glides  by  in  space 
WaCching  ic  glide; 

On  che  horizon,  if  smoke  rises  from  a chacch, 

WaCching  ic  rise; 

If  around  us  some  flower,  is  fragranc 
To  be  in  iCs  fragrance; 

To  liscen  ac  che  fooc  of  Che  willow  where  waCer  murmurs 
To  che  murmuring  waCer; 

Noc  Co  feel,  so  long  as  Chis  dream  lasCs, 

The  passing  of  Cime; 

BuC  feeling  no  deep  passion 

Save  adoraCion  of  each  ocher, 

Wichouc  any  concern  for  che  world's  quarrels, 

Ignoring  chem; 

And  alone,  cogecher  facing  all  chac  cires , 

Wichouc  ciring  of  each  ocher 

Feeling  chac,  before  all  ChaC  passes,  love 
Will  never  pass! 


Aucomne  < AuCumn 


Autumn  of  misty  skies  and 
heartbreaking  horizons, 

Of  rapid  sunsets,  of  pale  dawns, 

I watch  flow- -like  the  water  of  a 
stream- - 

Your  days  made  of  sadness. 

On  the  wings  of  regret  my  spirit 
is  borne, 

As  if  it  were  possible  for  our 
age  to  be  reborn! 


in  dreams  I wander  the  magic  hills , 
Where  before  smiled  ray  youth! 

I feel- -in  the  clear  sun  of  victorious 
memory- - 

reblossom  a bouquet  of  unbound  roses, 
And  rise  in  my  eyes  the  tears  of  my 
heart , 

chat  my  twenty  years  had  forgotten! 


The  sky  above  the  roof  is  so  blue, 
so  calm, 

A tree  above  the  roof  cradles  its 
palms ; 

The  bell  in  the  sky  that  one  sees 
lightly  rings, 

A bird  in  the  tree  that  one  sees 
sings  its  grief. 


Prison 

My  God,  life  is  there,  simple  and 
tranquil ! 

This  peaceful  sound  there 
comes  from  the  city. 

What  have  you  done,  o you  there, 
crying  without  ceasing. 

Tell  me,  what  have  you  done, 
you  there,  with  your  youth? 


Now  the  gardens  of  the  night  will 
flower , 

The  lines,  the  colors,  the  sounds 
become  indistinct, 

See!  The  sun's  last  rays  fade  away 
on  your  rings. 

My  sister,  do  you  not  hear  something 
die? 

It  is  pity  that  lays 


Soir  (Evening' 


Put  on  my  brow  your  cool  hand  like 
pure  water, 

Put  on  my  eyes  your  hands  soft  like 
flowers , 

And  that  my  soul,  where  the  secret  taste 
of  tears  lives, 

may  be  as  a faithful  and  pale  lily  at 
at  your  belt! 

thus  its  finger  on  us , 


And  all  that  earth  has  of  sighs  that  rise, 
it  seems,  that  to  my  heart  intoxicated 


speak  your  eyes  raised  to  the  sky, 
so  sad  and  so  sweet. 


Heine  settings  from  " Schwaneneesang" . bv'  Franz  Schubert 

Das  Fischermadchen  (The  Fisher-maiden) 

Lovely  f isher-maiden , Lay  your  head  upon  my  heart 

turn  the  boat  to  shore;  and  fear  not  too  greatly; 

come  to  me,  and  sit  down,  for  you  trust  yourself,  fearlessly, 

and  we'll  chat  fondly,  hand  in  hand.  to  the  wild  sea  every  day. 

My  heart  is  like  the  sea, 
it  has  storm  and  ebb  and  flow 
and  many  a lovely  pearl 
rests  within  its  depths. 

Am  Meer  (Bv  the  Sea) 

The  sea  glittered  far  abroad  I saw  them  fall  onto  your  hand 

in  the  evening  light;  and  sank  to  my  knee; 

we  sat  by  the  fisherman's  solitary  and  from  your  white  hand 

house,  I drank  away  the  tears, 

we  sat  silent  and  alone. 

Since  that  moment  my  body  consumes  itself, 
my  soul  dies  with  longing; 
that  unhappy  woman  has 
poisoned  me  with  her  tears. 
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Die  Stadt  (The  City') 

On  the  distant  horizon  A humid  breeze  ripples 

appears,  like  an  image  in  mist,  the  gray  watery  pathway; 

the  city  with  its  towers,  with  a sad  stroke 

wrapped  in  the  glow  of  dusk.  the  boatman  rows  my  skiff. 

The  sun  lifts  itself  once  more 
shining  up  from  the  earth, 
and  shows  me  that  place 
where  I lost  ray  love. 


Per  Doppelganger  (The  Double) 


Still  is  the  night;  the  streets 
are  at  rest. 

In  this  house  my  sweetheart  lived, 
She  has  long  since  left  the  city, 
but  the  house  stands  in  the  same 
place 

A man  is  standing  there,  too, 
staring  upward, 
wringing  his  hands  in  agony, 


It  horrifies  me  when  I see  his  face; 
the  moon  shows  me  my  own  form. 

Oh,  my  double!  You  pale  companion! 
Why  do  you  imitate  my  pangs  of  love, 
that  tortured  me  in  this  place 
so  many  a night  in  time  gone  by? 


Ihr  Bild  (Her  Picture) 

I stood  in  dark  dreams  Around  her  lips 

and  stared  at  her  picture,  a wonderful  smile  formed. 

and  that  beloved  countenance  And,  as  if  with  tears  of  sorrow, 

mysteriously  came  to  life.  her  eyes  sparkled. 

My  tears  also  flowed 
down  from  ray  cheeks . 

And  ah!  I cannot  believe 
that  I have  lost  you! 


Per  Atlas  (Atlas) 


I,  uhappy  Atlas!  A world, 
the  whole  world  of  sorrows  must  I 
bear . 

I bear  the  unbearable,  and  my  heart 
would  break  within  my  body. 


Proud  heart,  you  wanted  it  thus! 

You  wished  to  be  happy,  infinitely  happy, 
or  infinitely  miserable,  proud  heart, 
and  now  you  are  miserable . 


Opus  76,  by  Gabriel  Faure 

Le  parfum  imperissable  (The  eternal  perfume)  fLeconte  de  Lisle') 
When  the  flower,  the  rose  of  Lahore, 
from  its  fragrant  soul  has  filled  drop  by  drop 
the  vial  of  clay  or  crystal  or  gold, 
one  can  scatter  it  all  on  the  scorching  sand. 

The  rivers  and  the  sea  flood  that  sanctuary  in  vain; 
it  keeps  within  its  shoal  its  divine  fragrance 
and  the  perfumed  traces  of  its  blessed  spray. 

Since  you  flow  away  through  the  open  wound  of  my  heart 
Oh  heavenly  liquid,  unspeakable  love  you  brought! 

May  it  be  pardoned  and  my  suffering  blessed! 

So  that  through  human  time  and  infinite  time 
My  heart  is  embalmed  in  an  immortal  fragrance! 
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Arpege  (Arpeggio)  ''Albert  Samain) 


The  soul  of  a flute  sighs  from  the 
depths  of  a melodious  park; 

The  darkness  is  clear  where  your 
silent  poem  is  breathed, 

Night  of  languor  night  of 
illusion. 

Which  you  place  with  an  undulating 
gesture  on  your  dream-hair 
The  moon,  jewel  of  the  orient. 


Sylva,  Sylvie  and  Sylvanire,  beauties 
with  changing  blue  gaze, 

The  star  sees  itself  in  the  fountains. 
Run  down  the  silver  footpaths, 

Run  quickly,  for  ime  is  short, 
to  gather  from  the  garden  of  vows 
the  hearts  which  die  in  dreams 
of  dying  among  your  hair. 


Opus  85,  bv  Gabriel  Faure 

Dans  la  foret  de  Sepcembre  fin  the  September  forest)  (Catulle  Mendes) 


3oughs  with  softened  murmurs, 
trunks  hollowed  by  age, 
the  ancient  aching  forest 
tunes  itself  to  our  melancholy. 
Oh  fir  trees  gripping  the  abyss, 
abandoned  nests  with  broken 
branches , 

scorched  brush  and  dewless 
flowers , 

You  know  how  one  suffers! 

And  when  man,  passing  pale, 
cries  in  the  solitary  woods, 
in  groans  of  shadow  and  mystery 
they  greet  him  and  cry  as  well. 


Good  forest!  Open  promise  of  the  exile 
which  life  demands, 

I come  with  a step  once  again  eager 
To  your  depths,  once  again  green. 

But  a chin  birch  on  the  path 
with  a slightly  red  leaf 
brushes  ray  head  and  trembles  at  my 
shoulder ; 

it  is  that  the  aging  forest, 
knowing  chat  winter,  which  destroys  all, 
already  approaches  her  as  it  does  me, 
and  makes  me  a fraternal  offering 
of  her  first  dying  leaf. 


La  fleur  aui  va  sur  1'eau  ("The  flower  on  the  water)  ( Catulle  Mendes 


On  the  sea  veiled  by  bitter  fog 

The  Beauty  went,  at  night,  on  the 
sea ! 

She  had  in  her  lips,  with 
irritated  expression, 

The  Rose  of  Fevers , the  Beauty 
Rose  ! 

With  a ferocious  gust,  the 
howling  storm 

kissed  her  mouth  and  took  the 
flower ! 

From  the  dark  ocean,  less  dark 
already , 

where  the  three-master  ship  sinks, 

the  flowwer  surfaced. 


The  water  played  with  it  in  its  black 
furrows ; 

it  is  a buoy  for  butterflies. 

And  the  spray,  the  waves  since  chat 
night , 

The  whitecaps  in  which  a savage  noise 
breaks,  , 

The  halcyon,  the  sail,  the  swallows 
above 

and  Che  darkness  and  the  star  are  dying 
of  love 

and  dawn  rises  on  the  bright  abyss 

for  the  only  rose  of  the  entire  sea. 


Accompagnement  ('Accompaniment)  ( Albert  Samain) 
Silver  aspen,  linden,  birch... 
the  moon  sheds  its  leaves  on  the  water... 

Like  long  hair  combed  by  the  evening  wind, 

The  fragrance  of  summer  nights  perfumes  the  black  lake, 

The  great  perfumed  lake  shines  like  a mirror. 

My  oar  falls  and  rises,  my  boat  glides  into  a dream. 

My  boat  glides  in  the  sky  on  the  intangible  lake! 

In  time,  with  eyes  closed,  measure  your  indolence, 
oh  my  heart,  in  great  strokes,  slow  and  ecstatic. 

There  the  moon  listens,  leaning  on  the  hillside, 
to  the  silence  my  gliding  boat  exhales. 

Three  large  lilies,  freshly  cut,  are  dying  on  my  coat... 
Through  your  lips,  oh  pale  and  voluptuous  night, 
is  it  their  soul  or  my  soul  which  you  breathe  out? 

Hair  of  silver  nights  combed  by  long  reeds... 

Like  the  moon  on  water,  like  the  oar  through  the  waves 
My  soul  sheds  its  leaves  In  sobs! 
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Two  Songs . bv  Kevin  Putz 


Arch 

Every  day  she  walked  Co  school  through 
Che  wee  grass  and  along  Che  confusion 
of  steel,  rising  to  be  the  new  field 
house . 

Every  day  she  walked  home,  stopping 
to  watch 

the  huge  arches  flash  with  welders, 
and  men  yell  instructions  across  the 
beams . 

"It  was  an  ordinary  Wednesday 
afternoon, " 

she  would  say  after  that,  although 
it  became  ordinary  only  when 
something  happened 
to  measure  it  by. 

She  had  crossed  the  field  to  Terry 
Village 

where  her  mother  was  hanging  diapers 
on  the  line  and  her  brother  was 
throwing  toys 

off  his  blue  quilt.  She  was  standing 
on  the  porch  eating  a fig  newton 
when  she  happened  to  look  up  and  see 
the  great  arch  lean  and  the  tiny  body  drop, 
in  slow-motion,  like  all  catastrophe. 

Kitty  Hawk 

the  Church  of  the  United 
Brethren,  a whole  testament 

of  necks  falling  limp 
as  Sunday  chickens,  crazed  skulls 

your  relentless  mother, 
waving  her  polkadot  handkerchief 

You  let  the  great  winged 
wheelchair  grind  you  across 

the  sky.  To  someone  standing 
off,  hosannah ! you  are  a white  bird, 

a shudder,  running  out  of  ground 
the  way  the  dead  shall  rise. 

There  you  are,  going  against 
everything  you  believe  in  - 


Man  is  not  a bird,  Wilbur  observed. 
The  trick  is  to  give  up  flapping 

and  rolling  your  own  body 
between  the  wings.  You  must 

lie  still  like  a cripple 
and  trust  the  gears  to  warp 

and  rudder  the  air 

for  you.  You  must  work  the  levers, 

give  over  to  your  intellect, 
rise  to  objectivity,  let  the  roar 

of  the  motor  carry  you 
up  like  a surf  in  your  ears. 


She  remembered  the  little  arms  w .•  i , 
the  tremor  when  the  steel  strucl 
and  the  dust  rising  like  smoke 
She  imagined  the  body,  final 
as  a bag  of  sand.  She  thought  of  ' t 
workman 

that  morning,  buttoning  a khaki  s 
leaving  for  work,  lighting  a Luc 
Strike 

on  his  way  out  the  door,  tell  in;, 
someone  goodby. 

She  thought  of  the  omens  in  a re.-  . 
day , 

the  arch  she  walked  under  ten  minuts 
ago  . 

She  felt  like  an  angel,  transcenc 
events . 

She  thought  which  muscles  she  migl 
have  tried, 

if  she  had  been  the  workman,  sud-  . 
needing  to  fly. 
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Deica  silvane.  bv  Ottorino  Respighi 

I fauni  (Fauns) 

One  hears  on  Che  mountain  the  cascading  brooks 
murmuring  through  the  hidden  ravines: 
one  hears  in  the  woods  wailing  bagpipes 
with  the  shrillness  of  festive  pipes. 

And  the  fauns  running  through  the  little  thorny  shrubs  and  hillocks, 
steep,  their  horns  on  their  blunt  foreheads, 

(they)  drink  through  their  snub-nosed  nostrils 
subtle  filters  and  lascivious  zephyrs. 

And,  while  at  the  bottom  of  a great  chorus  of  trees 

weeps  for  love  for  the  beautiful  life,  the  rustic  bagpipe 

of  the  Arcadian  shepherd, 

happy  and  fearful  of  being  ambushed 

every  nymph  flees  quicker  than  a wild  animal 

burning  at  the  mouth  like  a bright  flower. 

Musica  in  horto  C Music  in  the  garden) 

The  sound  of  a rattlesnake  rattling 
breaks  in  rhythm  the  silence  of  the  rose  gardens, 
while  at  the  far  end  of  the  fragrant  hidden  gardens 
a flute  warbles  fluid  laments. 

The  melody  with  silvery  tinkling 

it  seems  that  it  comes  alive  and  it  grows  sad  or  rejoices  in  each  other, 

now  shining  with  restless  tremblings, 

now  diffusing  long  drawn-out  sorrowful  shadows: 

Ringing  rattlesnakes  and  various  - toned  reeds! 

A joy  of  unexpressed  songs 

for  you  it  seems  that  from  the  enclosed  gardens  spring  forth, 

and  at  the  top  of  the  rosebushes 

that  gird  moist  garlands 

to  the  heart  of  the  innermost  recesses, 

the  roses  open  like  moist  mouths. 


Egle 

The  forest  leafs  out  with  fertile  green  foliage 
turning  the  streams  into  sapphires  and  pearls: 
through  the  green  arches  a solitary  spirit 
girds  pale  fires  like  obscure  dances  (reels). 
And  confined  in  you  with  pure  hands 
like  the  pure  fountains  of  life, 
dressed  with  sun  and  moving  shadows  you  dance, 
Egle,  with  languid  steps. 

And  to  you  white  and  blond  among  the  numphs 
of  cheerful  ambages  describing  the  green, 
beneath  the  hidden  shady  branches  of  foliage 
where  the  most  restless  shadow  languishes, 
into  brilliant  pearls  and  clear  amethysts 
turns  the  raucous  joy  of  the  sap. 
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Acaua  (Watsr) 

Water,  and  you  once  again  on  your  mellow  flute 
intone  for  me  one  of  your  variously  slow  songs, 
of  which  the  notes  have  the  smell  of  the  mushroom, 
of  moss  and  of  slender  maidenhair  fern, 
so  that  through  all  the  thin  veins 
where  you  irrigate  the  cool  solitude, 
your  brilliance  returns  and  flows 
at  the  unfolding  of  the  serene  music. 

Water,  and  alongside  of  them  the  twining  reeds 

moving  in  clay  the  pale  blue  fingers 

alternating  longer  shadows  with  lights, 

you  who  with  fleeting  ways  drew  forth 

over  my  tense  forehead 

and  over  the  living  foliage 

fleeting  shadows  of  clouds. 


Creouscolo  (Twilight) 

In  the  abandoned  garden 

Now  the  destructive  moss 

competes  with  the  ivy  in  the  recesses, 

and  amid  the  slender  columns  of  cypresses, 

falls  asleep  in  the  bosom  of  peaceful  antiquity 

Pan . 

On  the  wide  marble  thorax 

that  the  bindweeds  adorn  with  embraces, 

once  perhaps  with  soft  singing 

a nymph  bent  her  beautiful  torso  provokingly 

God  of  the  earth,  joyous  force! 

There  is  too  much  concern  in  your  old  age: 
forever  dried  up  is  your  fountain. 

The  day  dies  and  through  the  deep  quiet  shadow 

a song  of  joy  quavers  and  grows  sad: 

long  blue  shadows  descend  from  the  mountain. 


Songs  bv  Alan  Smith 


Under  the  Harvest  Moon  ('Carl  Sandburg) 

Under  the  harvest  moon, 

when  the  soft  silver  drips  shimmering  over  the  garden  nights 
Death,  the  gray  mocker,  comes  and  whispers  to  you  as  a beautiful  friend  who 
remembers . 

Under  the  summer  roses 

when  the  flagrant  crimson  lurks  in  the  dusk  of  the  wild  red  leaves, 

Love,  with  little  hands,  comes  and  touches  you  with  a thousand  memories, 

And  asks  you  beautiful  unanswerable  questions. 

Ladv  Moon  (Robert  Creelev) 

Lady  moon 

light  white  flowers  open  in  sweet  silence. 
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II.  Liebsc  Du  um  Schonheit  fRuckert)  from  Funf  Gesange.  by  Alan  Smith 

If  you  love  for  the  sake  of  beauty,  love  me  not! 

Love  the  sun,  with  her  golden  hair! 

If  you  love  youth,  oh  love  me  not! 

Love  the  spring,  for  it  is  new  every  year! 

If  you  love  treasure,  oh  love  me  not! 

Love  the  mermaid,  for  she  has  many  radiant  pearls! 

If  you  love  love,  oh  yes,  love  me! 

Love  me  always,  as  I will  love  you  always,  forever! 

III.  Bitte  (von  Stehlenau) 

Linger  upon  me,  you  dark  eye  With  your  magic  darkness,  take  away  this 

exercise  all  of  your  power  over  me.  world  from  me 

Sincere,  gentle,  dreamy,  fathomless  so  that  you  over  my  life  alone  float 
sweet  night  through  and  through. 


IV,  Rede  du  mi 

Tell  me  again  of  the  old  days 
which  we  once  endured  together 
Breathe  with  the  breath  which  stirs 
the  blood  to  me  here 
If  again  some  heart  can  be  stirred 
by  me  . 

But  I forget  what  you  barely  related 


wieder  (Schroeder) 

My  spirit  is  married  to  an  all-too-weak 
fabric 

Therefore  be  silent,  be  silent  beloved 
Or  drink  companion,  honey  sweet  comfort 
from  the  dark  spring 


V.  Die  Bitte  (Goes) 

If  you  can  ask  God,  ask  him 

Say  to  him  he  can  not  allow  to  end 

what  just  recently  began  at  morning  light 

a golden  cloud  drawing  upward  to  proclaim  the  beautiful  day. 

Ah,  it  appeared  as  though  it  had  just  begun 

to  live,  in  which  each  one  won  the  other 

that  each  beloved  the  power  of  love  to  the  other 

0,  greetings  to  the  eyes  and  to  the  lips 

To  the  tenderness  of  the  hand  the  trembling  heart  beats 

The  last  desire  which  no  thought  can  measure 

Say  to  him 

you  know  well  He  must  not  allow  it  to  end 

You  should  only  ask  Him  concerning  your  life  concerning  this  love  which  is  life. 
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